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Abstract	
	Available	census	data	indicate	that	Australian	female	stage	managers	encounter	career	development	challenges	that	contribute	to	their	premature	workforce	exits.	Using	narrative	inquiry	approaches	and	an	Informed	Grounded	Theory	methodology,	this	study	investigated	these	challenges	and	characterised	the	career	transition	experiences	of	this	professional	group.	Much	of	the	current	literature	available	on	the	professional	stage	management	experience	is	practical	in	nature,	and	this	study	sought	to	provide	a	foundation	for	further	academic	research	and	discourse	in	the	field.			This	study	identified	the	scope	of	the	career	development	challenges	that	Australian	female	stage	managers	experience	mid-career.	It	further	found	that	when	internal	and	external	career	development	challenges	compound	and	diminish	career	rewards,	they	force	premature	mid-career	exits.	In	addition,	it	found	that	not	all	stage	managers	experience	the	same	career	development	challenges,	but	that	different	combinations	of	these	challenges	cause	premature	workforce	exits,	contributing	to	a	disproportionate	workforce	and	a	shortfall	of	suitably	qualified	candidates	to	fill	available	employment	opportunities.	These	findings	indicate	that	combinations	of	job	stress,	role	stress,	precarity,	career	limitations,	lack	of	social	support	systems	and	incumbent	lifestyle	factors	create	a	pressure	point	that	can	lead	to	a	premature	transition	from	the	profession.			A	further	key	finding	is	that	stage	managers	experience	strong	internal	motivations	and	rewards	in	their	work,	and	while	these	psychological	and	emotional	attachments	provide	a	focus	that	is	beneficial	to	driving	initial	educational	and	early-career	decisions,	it	can	become	a	significant	mid-career	development	challenge.	A	narrow	vocational	focus	at	an	early	age	leads	stage	managers	to	possess	inadequate	career	management	capabilities	and	they	are	therefore	poorly	equipped	during	periods	of	necessary	career	transition.		Another	aim	of	this	study	was	to	explore	and	characterise	the	career	transition	experiences	of	mid-career	Australian	female	stage	managers	in	order	to	understand	how	effectively	the	individual	and	the	broader	sector	manage	these	transitions.	It	was	discovered	that	both	the	
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individual	and	the	sector	poorly	manage	career	development	and	transitions	for	stage	managers,	and	that	current	tertiary	training	models	inadequately	prepare	student	stage	managers	for	their	whole	career	span.			This	study	identified	that	there	is	substantial	room	to	develop	educational	models,	psychological	and	social	support	mechanisms	and	organisational	and	sectoral	strategies	that	will	lead	to	increased	sustainability	within	the	profession.	It	further	identifies	that	where	such	realignment	is	unachievable,	better	management	of	career	transition	experiences	for	Australian	female	stage	managers	will	lead	to	beneficial	outcomes	for	both	the	individual	and	across	the	live	performance	sector.		
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Key	Words	and	Definitions	
	
Stage	management:	Stage	management	is	the	management	of	live	performance	across	the	continuum	of	the	performance-making	process.	It	involves	applying	management	techniques	from	the	initial	concept	through	to	a	production’s	development	in	the	rehearsal	period,	all	performance	instances	and	after	the	show	has	closed	(Maccoy	2004).			
Career:	Career	is	‘the	evolving	sequence	of	a	person’s	work	experience	over	time’	(Arthur,	Hall	and	Lawrence	1989,	8).		
Career	development:	Career	development	is	the	‘total	constellation	of	psychological,	sociological,	educational,	physical,	economic	and	chance	factors	that	combine	to	shape	the	career	of	an	individual	over	the	life	span’	(Sears	1982,	139).		
Career	transition:	Career	transition	is	‘the	period	during	which	an	individual	is	either	changing	roles	(taking	on	a	different	objective	role)	or	changing	orientation	to	a	role	already	held	(altering	a	subjective	state)’	(Louis	1980,	330).		
Protean	career:	A	career	paradigm	in	which	the	career	and	its	development	is	managed	by	the	individual	and	not	tied	to	one	organisation	(Hall	1976).		
Mid-career:	Mid-career	is	often	linked	to	age	(O’Neil	and	Bilimoria	2005;	Wortley	and	Amatea	1982;	Wahrendorf	et	al.	2013)	or	the	number	of	years	of	employment	engagement.	In	this	study,	‘mid-career’	refers	to	a	period	of	career	maturation	in	which	an	individual	has	a	sustained	period	of	employment	activity,	demonstrates	a	recognised	body	of	professional	experience	and	enjoys	a	high	level	of	professional	recognition.	It	is	often	a	time	to	re-evaluate	expectations	and	needs	(Emslie	and	Hunt	2008).		
Live	performance:	Live	performance	is	all	instances	of	performance	that	occur	live	in	front	of	an	audience	in	the	following	categories:	ballet	and	dance,	children’s	and	family	performance,	circus	and	physical	theatre,	classical	music,	comedy,	contemporary	music,	
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festivals,	musical	theatre,	opera,	special	events,	and	theatre	(Live	Performance	Australia	[LPA]	2015).			
Live	performance	production:	Live	performance	production	encompasses	the	technical	and	production	aspects	of	live	performance.	These	disciplines	include	rigging,	pyrotechnics,	scenery	building,	prop	construction,	stage	mechanics,	sound,	lighting,	projection	and	vision,	scenic	art,	theatrical	flying,	wig	making,	wardrobe	and	costuming,	stage	management	and	technical	management	(Fair	Work	Commission	2016).	
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1. Introduction	The	purpose	of	this	thesis	is	to	examine	and	characterise	the	career	transition	experiences	of	Australian	female	stage	managers	in	the	mid-career.		Available	census	data	indicate	workforce	anomalies	that	warrant	further	investigation	(Australian	Bureau	of	Statistics	[ABS]	2011)	and	this	study	seeks	to	undertake	the	necessary	exploration.	Hence,	the	question	that	this	thesis	answers	is,	What	are	the	career	development	challenges	that	mid-
career	Australian	female	stage	managers	face,	and	how	are	these	challenges	related	to	
premature	career	exits?		
1.1 Background	and	Research	Problem	Stage	managers	undertake	a	key	function	in	the	realisation	of	live	performance.	While	their	exact	role	and	responsibilities	vary	considerably—subject	to	context	and	performance	genre—stage	management,	at	its	essence,	is	the	management	of	live	performance	across	all	facets	of	the	process	(Maccoy	2004).	Much	of	what	the	stage	manager	contributes	to	the	production	process	is	not	explicit,	and	this	is	understood	and	accepted	as	part	of	the	role	(Coleman	2007).	The	role	is	inherently	fluid	and	difficult	to	define—because	each	production	process	is	different,	the	way	in	which	stage	managers	are	required	to	apply	themselves	within	a	process	will	change	with	each	engagement	(Ionazzi	1992).	While	difficult	to	quantify,	the	value	of	the	stage	manager’s	contribution	within	live	performance-making	and	delivery,	particularly	in	terms	of	effective	communication	and	overall	coordination,	is	vital	to	its	successful	realisation	(Schneider	1997).			Stage	managers	are	critical	participants	in	an	industry	that	generated	almost	$1.5	billion	in	revenue	in	Australia	in	2015	(Live	Performance	Australia	[LPA]	2015),	and	available	census	data	indicate	that	this	industry	is	being	serviced	by	a	disproportionately	young,	female	workforce	(Australian	Bureau	of	Statistics	[ABS]	2011).	Further,	informal	industry	communications	on	social	networking	platforms	regarding	the	employment	of	professional	stage	managers	in	Australia	suggest	an	increasing	gap	between	current	available	positions	requiring	professional,	experienced	stage	managers	and	those	suitably	qualified	to	fill	these	
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positions.	The	purpose	of	this	study	is	to	identify	potential	factors	that	could	be	contributing	to	this	shortfall.			While	some	international	extant	research	in	this	area	has	identified	a	number	of	career	development	challenges	that	could	contribute	to	premature	workforce	exits	for	stage	managers	(University	of	Iowa	2010),	there	remains	little	systematic,	non-anecdotal	research	in	this	field	in	Australia.	It	was	anticipated	that	while	there	would	be	some	parallels	between	the	documented	contributing	factors	that	prompt	premature	career	transitions	in	the	profession	internationally,	unique	contributors	particular	to	the	Australian	situation	warrant	deeper	investigation	and	discussion.			An	established	body	of	research	explores	career	development	and	sustainability	challenges	for	performing	artists	(Jackson	1996;	Jeffri	and	Throsby	2004;	Bennett	2009;	Throsby	and	Zednik	2010),	and	an	emerging	field	of	research	investigates	the	challenges	specific	to	the	professions	within	the	production	and	technical	disciplines	(Ramirez	and	Waterson	Ellsworth	2007).	However,	there	is	little	documented	evidence	about	the	specific	challenges	and	stressors	that	might	be	distinct	to	the	field	of	stage	management	and	contribute	to	premature	career	transitions.		The	aim	of	this	study	was	to	identify	and	explore	the	career	development	challenges	that	Australian	female	stage	managers	face	in	order	to	establish	if	they	encounter	recurrent	factors	that	prompt	their	premature	exit	from	the	profession.	In	addition,	the	project	sought	to	characterise	the	career	transition	experiences	for	the	individual	by	interviewing	individuals	in	the	field,	and	identify	effective	strategies	they	could	use	to	promote	increased	workforce	retention,	extended	career	span	or	deliberate	and	effective	redeployment	of	transferable	skills.		The	findings	of	this	study	will	be	of	benefit	to	established	professional	stage	managers	considering	a	career	transition,	early-career	stage	managers	laying	their	career	foundations	and	those	in	the	higher	education	sector	seeking	to	embed	necessary	career-management	skills	in	stage	management	education	and	training.	It	is	further	anticipated	
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that	the	study	outcomes	will	benefit	the	broader	performing	arts	and	entertainment	sector.	By	identifying	the	factors	that	contribute	to	premature	career	transitions,	recommendations	can	be	made	and	strategies	developed	that	lead	to	more	effective	career-management	outcomes	within	the	profession	and	greater	retention	of	valuable	professional	skillsets	within	the	wider	industry.			
1.2 Purpose	of	the	Research	
1.2.1 Context	In	2015,	18.38	million	tickets	to	live	performance	events	were	sold	in	Australia,	generating	$1.41	billion	in	revenue.	This	data	comprises	live	performances	in	the	following	categories,	as	defined	by	LPA	in	association	with	Australia	Council	for	the	Arts	and	the	Australian	Performing	Arts	Centre	Association	(see	Appendix	1	for	the	full	table):		
• ballet	and	dance	
• children’s	and	family	
• circus	and	physical	theatre	
• classical	music	
• comedy	
• contemporary	music	
• festivals	(multi-category)	
• festivals	(single	category)	
• musical	theatre	
• opera	
• special	events	
• theatre	 (LPA	2015).		It	can	be	assumed,	with	few	exceptions,	each	occurrence	of	live	performance	in	these	categories	requires	a	stage	manager,	or	at	the	very	least,	somebody	undertaking	the	function	and	responsibilities	of	stage	management	in	order	to	successfully	realise	each	performance	occasion.		
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	According	to	the	Australian	and	New	Zealand	Standard	Classification	of	Occupations	(ANZSCO),	‘Stage	Manager’	is	found	under	Major	Group	2	(Professionals),	Sub-major	Group	21	(Arts	and	Media	Professionals),	Minor	Group	212	(Media	Professionals)	and	Unit	Group	2123	(Film,	Television,	Radio	and	Stage	Directors);	it	is	defined	and	summarised	as	follows:		
212316	Stage	Manager	Plans,	organises,	supervises	and	coordinates	the	activities	of	workers	responsible	for	placing	set	and	properties,	and	operating	lighting	and	sound	equipment	as	part	of	film,	television	or	stage	productions	(ABS	2013).		The	1997	Australian	Standard	Classification	of	Occupations	(ASCO)	description	of	the	equivalent	role	provides	a	more	detailed	breakdown	of	professional	requirements:	
2536-19	Stage	Manager	Plans,	organises,	supervises	and	coordinates	the	activities	of	workers	responsible	for	placing	set	and	properties,	and	operating	lighting	and	sound	equipment	as	part	of	dramatic	productions.		
Skill	Level:	The	entry	requirement	for	this	occupation	is	a	bachelor	degree	or	higher	qualification	or	at	least	5	years	relevant	experience.	This	occupation	requires	high	levels	of	creative	talent	or	personal	commitment	and	interest	as	well	as,	or	in	place	of,	formal	qualifications	or	experience.		
Tasks	Include:	‒ confers	with	production	personnel	to	determine	production	requirements	‒ interprets	stage	or	set	diagrams	to	determine	layout	‒ carries	out	Art	Director’s	instructions	by	supervising	crew	engaged	in	placing	of	scenery,	equipment	or	properties	‒ implements	instructions	from	Media	Producers	and	Directors	during	course	of	production	
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‒ reads	annotated	script	during	rehearsals	and	performances	and	gives	cues	for	lights,	properties	and	sound	effects	using	cue	cards,	hand	signals	and	radio	‒ gives	cues	and	directions	to	ensure	that	Actors,	Singers	or	Dancers	appear	in	the	right	place	at	the	right	time	‒ conducts	production	meetings	and	controls	communications	during	productions	‒ administers	running	costs	and	petty	cash	float	during	rehearsals	and	performances.	 (ABS	1997)		According	to	the	ABS	report	Employment	in	Culture	2011,	in	the	2011	census,	287	individuals	identified	their	occupation	as	‘Stage	Manager’	(ABS	2012).	Of	these,	147	worked	in	a	live	performing	arts	environment	as	distinct	from	Film,	Television	and	Broadcast,	and	156	of	those	287	were	female.	The	majority	of	stage	managers	were	between	25	and	29	years	old	(25.8%),	with	over	70%	of	the	profession	aged	under	40,	and	are	more	likely	than	other	cultural	workers	in	Australia	to	be	young	and	female.	Age	distribution	and	gender	division	are	illustrated	in	Figures	1.1	and	1.2	respectively.	Stage	managers	earn	comparatively	less	than	other	cultural	workers,	on	average.	Just	under	67%	of	stage	managers	reported	working	more	than	35	hours	per	week	and	24%	earned	less	than	$600	per	week,	with	the	majority	(40%)	earning	between	$800‒$1250	per	week.	Only	9%	reported	a	weekly	income	of	more	than	$1500,	compared	to	18%	of	other	cultural	occupations,	as	can	be	seen	in	Figure	1.3.	The	list	of	‘other	cultural	occupations’	(ABS	2012)	can	be	found	in	Appendix	2.		
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Figure	1.1	Age	Distribution	of	Professional	Australian	Female	Stage	Managers	Compared	with	
Other	Cultural	Occupations	
	
Figure	1.2	Percentage	of	Australian	Female	Stage	Managers	in	the	Occupation	Compared	
with	Percentage	of	Females	in	Other	Cultural	Occupations		
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Figure	1.3	Income	for	Stage	Managers	Compared	with	Other	Cultural	Occupations			The	census	data	indicate	that	the	live	performing	arts	and	entertainment	sector	is	primarily	serviced	by	a	young,	female	workforce	in	the	specialist	field	of	stage	management.	Further,	the	data	indicates	that	certain	factors	could	be	prompting	premature	workforce	exits	that	contribute	to	the	over-representation	of	workers	in	the	profession	being	under	the	age	of	40.	This	study’s	purpose	was	to	seek	a	greater	understanding	of	the	questions	raised	by	these	statistics	and	tell	the	stories	behind	the	numbers.	
	
1.2.2 Aims	and	Objectives	The	study	aimed	to	provide	a	qualitative	exploration	of	issues	suggested	by	the	existing	census	data.	The	primary	objective	was	to	investigate	and	explore	the	careers	of	professional	Australian	female	stage	managers	and	characterise	their	career	transition	experiences	and	influences	at	mid-career.	By	employing	narrative	inquiry	approaches	(Clandinin	and	Connelly	2000)	and	a	Grounded	Theory	methodology	(Glaser	and	Strauss	1967),	and	informed	by	occupational	transition	theory	(Rudisill	et	al.	2010),	the	study	sought	to	identify	and	describe	any	recurrent	or	continuing	challenges	encountered	by	Australian	female	stage	managers,	or	any	commonality	to	their	career	transition	experiences.	It	was	also	intended	that	by	identifying	and	articulating	these	challenges	and	developing	a	better	understanding	of	the	influences	at	work,	strategies	could	be	developed	to	better	manage	the	career	development	of	this	specialised	workforce.	
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1.2.3 Research	Question	In	order	to	achieve	the	above	objectives,	this	research	project	sought	to	answer	a	single	research	question:	
What	are	the	career	development	challenges	that	mid-career	Australian	female	stage	
managers	face,	and	how	are	these	challenges	related	to	premature	career	exits?		
1.3 Thesis	Structure	This	first	chapter	contextualises	the	study	within	a	broader	framework	by	providing	a	background	to	the	research	project,	outlining	the	research	aims	and	objectives	and	establishing	the	purpose	and	importance	of	the	research.	Chapter	2	explores	and	provides	a	detailed	explanation	of	the	stage	manager’s	role	and	function	in	the	professional	context.	Chapter	3	reviews	extant	literature	and	research	in	related	fields	that	provide	the	academic	anchor	for	the	study.	Chapter	4	outlines	the	research	methodology,	including	research	design,	data	collection	and	analysis	processes.	Chapter	5	presents	the	research	findings	and	Chapter	6	discusses	those	findings	and	offers	a	number	of	strategies	and	recommendations.	This	final	chapter	articulates	the	study’s	theoretical	contributions,	outlining	the	research	limitations	and	providing	recommendations	for	future	research.			 	
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2. The	Stage	Manager	in	Context		
You	will	perform	your	job	better	if	you	understand	that	you	are	managing	change.	You	must	
learn	to	love	chaos.	 Daniel	Ionazzi		Director	of	Production,	UCLA	and	author	of	The	Stage	Management	Handbook	(1992,	75)	
	
2.1 Introduction	Within	the	broader	production	process,	the	stage	manager’s	role	is	difficult	to	define,	and	the	function	of	stage	management	challenging	to	articulate.	Since	much	of	what	a	stage	manager	is	expected	to	do	in	any	engagement	is	tacit,	their	contribution	and	value	is	hard	to	quantify.	The	following	chapter	analyses	the	position	and	function	of	stage	management	in	the	realisation	of	live	performance.	While	many	‘how-to’	books	have	been	written	over	the	years	in	an	effort	to	characterise	the	totality	of	a	stage	manager’s	job,	it	is	perhaps	more	effective	to	look	at	the	ultimate	function	of	stage	management,	which	is	to	ensure	the	smooth	and	success	realisation	of	live	performance	across	the	entirety	of	the	production	process	(Allison	2011).	Rather	than	arriving	at	a	definition	of	stage	management	or	formulating	a	brief	description	of	the	role,	this	chapter	offers	a	deeper	exploration	of	the	profession	and	its	function	in	live	performance-making.			
2.2 The	Field	of	Live	Performance	Production	
Theatre	is	a	unique	combination	of	crafts.	Weeks	before	a	play	opens	an	extraordinarily	
dedicated	group	of	people	work	long	hours	on	low	salaries	to	spin	magic	from	ordinary	stuff.	(Foreman	2009,	ii)	
	The	successful	realisation	of	a	live	performance	relies	on	the	collaboration	of	many	individuals.	While	an	audience	immediately	identifies	and	celebrates	the	obvious	contribution	of	performance	and	entertainment	artists	in	this	realisation,	the	important	contribution	of	the	individuals	responsible	for	the	technical,	production	and	design	elements	is	less	apparent,	but	no	less	integral.	The	different	professions	involved	in	theatre	and	live	performance	fall	broadly	into	three	fields:	design,	management	and	technology.	Terminology	and	exact	occupational	titles	vary	across	performance	genres,	countries,	
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companies	and	venues,	however	in	Australia	the	following	professions	and	disciplines	form	what	is	understood	to	constitute	professional	live	performance	production.	These	include,	rigging,	pyrotechnics,	scenery	building,	prop	construction,	stage	mechanics,	sound,	lighting,	projection	and	vision,	scenic	art,	theatrical	flying,	wig	making,	wardrobe	and	costuming,	stage	management	and	technical	management	(Fair	Work	Commission	2016).	In	contemporary	performance	production,	there	is	growing	acknowledgment	of	the	professionalisation	of	the	production	disciplines—occupations	in	this	field	are	now	viewed	less	as	hobbies	and	more	as	legitimate	career	pursuits	(Holloway	2010).			
2.3 Roles	and	Responsibilities	
Now	the	best	way	to	learn	the	theatre,	always,	is	to	be	a	Stage	Manager.	 Stephen	Sondheim	Composer	and	lyricist	(Into	the	Woods,	Gypsy,	West	Side	Story,	Sweeney	Todd)	(Green	2006)		It	is	impossible	to	outline	the	complete	list	of	tasks	that	a	stage	manager	might	be	expected	to	execute	over	the	duration	of	any	professional	engagement.	In	the	United	States,	the	Actors’	Equity	Association	represents	stage	managers,	and	the	union	outlines	specific	duties	that	can	be	undertaken	by	those	working	in	stage	management.	These	include	calling	rehearsals,	assembling	the	prompt	copy,	scheduling,	keeping	records	and	maintaining	discipline	(Actors’	Equity	Association	2011).	Schneider	(1997)	details	examples	of	some	specific	duties	a	stage	manager	might	be	expected	to	undertake:	running	rehearsals	and	performances	…	leads	production	meetings	and	maintains	a	chain	of	communication	between	theatre	staff	and	artists,	builds	and	maintains	the	production	book,	notes	and	corrects	all	blocking	during	rehearsals,	and	calls	cues	from	the	control	booth	during	technical	rehearsals	and	performances.	After	the	show	has	opened,	the	SM	is	charged	with	maintaining	the	integrity	of	the	directors	interpretation	of	the	script,	maintaining	the	physical	elements	if	the	production	…	and	maintaining	the	cast	and	crews	as	family	(Schneider	1997,	5).		In	Australia,	professional	stage	managers	are	represented	by	the	Media,	Entertainment	and	Arts	Alliance	and	covered	by	the	Live	Performance	Award	2010.	The	full-time	award	wage	
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for	a	stage	manager	in	Australia	is	$872.90	a	week,	or	a	casual	hourly	rate	of	$28.71.	Under	this	award,	stage	managers	are	classified	as	‘Production	and	Support	Staff	Level	8’:	
B.10.2	Production	and	Support	Staff	Level	8		
(a)	A	Production	and	Support	Staff	Level	8	employee	is	an	employee	who	has	obtained	a	relevant	tertiary	qualification	together	with	extensive	theatrical	experience	or	equivalent	skill	and	competence	acquired	through	extensive	theatrical	experience.		
(b)	In	addition	to	the	competencies	and	tasks	performed	by	a	Level	7	employee,	a	Production	and	Support	Staff	Level	8	employee	works	to	the	level	of	the	employee’s	training:		
(i)	demonstrates	effective	and	efficient	use	of	production	and/or	organisational	resources,	by	planning,	implementing	and	monitoring	achievement	of	objectives;		
(ii)	responsible	for	the	creating	and	maintaining	of	a	high	level	of	team	work	and	co-operation	and	contributes	to	the	overall	good	management	of	a	production;	and		
(iii)	co-ordinates	and	controls	either	the	overall	performance	activities	or	a	variety	of	related	disciplines.		
(c)	The	following	indicative	tasks	which	an	employee	at	this	level	may	perform	are	subject	to	the	employee	having	appropriate	trade	and	post	trade	training	or	equivalent	experience	to	enable	the	employee	to	perform	the	particular	indicative	tasks:		
(i)	provides	advice	and	guidance	to	staff,	management	and	clients;		
(ii)	prepares	correspondence,	guidelines	and	reports;		
(iii)	demonstrates	superior	communication	and/or	liaison	skills;		
(iv)	demonstrates	superior	knowledge	of	relevant	terminology;		
(v)	reliably	represents	the	work	unit;		
(vi)	responsible	for	creative	planning	and	the	achievement	of	design	standards;		
(vii)	recognises	the	importance	of	consistency,	timeliness,	correctly	following	procedures,	and	responsiveness	to	the	client’s	needs;	and		
(viii)	demonstrates	accountability	and	responsibility	for	enabling	the	achievement	of	business	goals	within	budgetary	guidelines.		 (Fair	Work	Commission	2016,	82)	
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	The	position	descriptions	of	three	professional	stage	management	positions	advertised	in	Australia	provide	an	insight	into	the	scale	and	variation	that	can	be	expected	in	the	role.	Two	of	these	positions	are	based	in	national	capital	cities	(Perth	and	Sydney),	and	one	is	international	(Dubai).	All	are	full	time,	and	each	is	in	a	different	performance	area	(dance,	orchestra,	opera).	Although	there	is	specificity	in	the	outlined	skillset	and	task	execution	as	they	relate	to	the	specific	performance	genre	(e.g.,	the	position	description	for	the	orchestral	stage	manager	stipulates	that	an	applicant	must	be	able	to	read	music),	there	is	also	a	commonality	of	requirements	across	the	three	different	positions.	Most	notable,	however,	is	the	breadth	of	abilities,	qualifications,	skills	and	experience	that	all	three	positions	require	of	a	suitable	employee.		The	production	stage	manager	position	advertised	by	the	West	Australian	Ballet	(Appendix	3)	reports	directly	to	the	technical	director	and	the	role	requires	coordinating	‘all	aspects	of	technical	rehearsal	that	contribute	to	the	completion	of	a	fully	staged	dance	production’.	It	describes	the	production	week	responsibilities	of	preparing	the	calling	documentation	and	calling	the	show,	directing	the	assistant	stage	manager	in	their	duties,	ensuring	that	schedules	are	followed	and	award	conditions	are	observed	for	all	artists	and	production	staff,	archiving	productions	and	preparing	for	the	company’s	tours.		The	position	outlines	direct	working	and	reporting	relationships	with	the	following	people	and	entities:	the	technical	director,	the	assistant	stage	manager,	dancers,	technical	staff,	orchestra	members	and	operations,	the	artistic	administrator,	the	creative	teams	of	the	production,	production	staff,	venue	staff	and	management	and	all	external	suppliers	and	contractors.	The	position	description	particularly	emphasises	establishing	and	maintaining	‘good	relationships’.	The	role	requires	a	relevant	tertiary	qualification	or	requisite	experience,	excellent	organisational	and	oral	and	written	communication	skills,	experience	in	general	and	specialised	software	programs	and	being	able	to	extend	into	technical	disciplines	such	as	theatrical	lighting,	vision	and	sound	operations	and	Computer	Aided	Design	(CAD)	skills.	It	further	requires	any	applicant	to	be	able	to	‘multi-task	and	thrive	in	a	busy	environment’.		
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	The	stage	manager	position	advertised	by	the	Sydney	Symphony	Orchestra	in	2016,	while	slightly	less	prescriptive	than	the	previous	description,	is	no	less	broad	in	its	requirements	(Appendix	4).	Reporting	to	the	head	of	production	and	overseeing	the	staging	staff,	applicants	were	required	to	have	demonstrated	successful	experience	in	the	field	at	a	professional	and	commercial	level.	They	were	further	expected	to	demonstrate	expert	knowledge	in	workplace	health	and	safety	legislation	and	risk	assessment	and	risk	management	practices	as	they	apply	to	the	specific	stage	and	performance	environment.	Similar	to	the	West	Australian	Ballet	role,	the	position	at	the	Sydney	Symphony	requires	an	applicant	to	demonstrate	high-level	oral	and	written	communication	skills	and	computer	literacies	and	display	organisational,	problem-solving	and	conflict	management	and	negotiation	skills.	This	position	description	also	emphasises	relationships,	noting	the	importance	of	leadership	and	interpersonal	skills	and	for	the	right	applicant	to	be	a	‘team	player’	who	can	‘work	well	with	creative	and	artistic	persons’.		
	The	yet-to-be-opened	performing	arts	and	entertainment	centre	in	the	Middle	East,	Dubai	Opera,	also	advertised	for	a	full-time	stage	manager	(Appendix	5)	in	2016,	and	this	was	distributed	widely	throughout	Australian	networks.	Applicants	were	required	to	have	a	recognised	professional	qualification	in	the	field,	professional	experience	in	international	touring	and	theatre	and	events	venue	management,	a	minimum	of	eight	years’	experience	in	a	particular	production	specialisation	and	an	additional	five	years’	experience	in	large	performing	arts	venue	management.	This	position	also	requires	specialised	software	expertise	and	technical	knowledge	and	expertise	in	areas	that	range	from	theatrical	engineering,	harnesses	and	the	theatrical	flying	of	artists	to	small	props	management	and	associated	food	and	hygiene	considerations.	This	position	also	requires	a	successful	applicant	to	commit	to	keeping	abreast	of	ongoing	industry	innovations.	A	key	function	of	this	particular	position	is	to	facilitate	communication	between	artistic,	administrative	and	technical	entities.		
	These	three	full-time	stage	management	positions	seeking	to	recruit	from	the	same	pool	of	suitably	qualified	applicants	demonstrate	the	breadth	of	requirements	and	expectations	
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placed	on	the	role	in	the	professional	sphere.		
2.4 Skills	and	Attributes	
Perhaps,	therefore,	ideal	stage	managers	not	only	need	to	be	calm	and	meticulous	
professionals	who	know	their	craft,	but	masochists	who	feel	pride	in	rising	above	impossible	
odds.	 Peter	Hall,	Director,	Royal	Shakespeare	Company	(Founder),	in	Kelly	(2009,	7)		While	there	will	always	be	a	set	of	agreed	responsibilities	and	tasks	requiring	execution	and	completion	during	any	given	professional	engagement,	it	is	often	understood	within	the	live	performance	sector,	that	the	stage	manager’s	true	value	lies	less	in	the	prescribed	execution	of	a	series	of	requisite	manual,	practical,	technical	and	administrative	tasks	and	more	in	the	intangible,	less	quantifiable	qualities	they	bring	to	a	production.	In	Kelly	(2009,	6),	Sir	Peter	Hall,	founder	of	the	Royal	Shakespeare	Company,	says:	It	is	impossible	to	make	good	theater	without	good	stage	management.	I	speak	as	a	director	who	has	occasionally	endured	bad	stage	management,	and	I	know,	believe	me,	what	that	means.	I’ve	also	known	bad	productions	with	good	stage	management—and,	alas,	in	these	circumstances,	however	professional	they	may	be	and	however	hard	they	try,	stage	managers	cannot	finally	save	poor	writing,	false	acting,	indulgent	designing,	or	inept	direction.	But	I	have	never	known	a	really	good	production	with	bad	stage	management.	
	Creating	live	performance	is	a	constantly	evolving	process,	both	‘complex	and	dynamic’	(Maccoy	2004,	19).	Collaboration	lies	at	the	heart	of	this	creation,	and	the	stage	manager’s	ability	to	both	collaborate	and	facilitate	the	successful	collaboration	of	others	is	integral.	Stage	managers	are	required	to	be	responsive	to	change,	be	effective	communicators,	carry	out	high-level	research	and	information	analysis,	exercise	high-level	problem-solving	capabilities,	be	reflective	in	their	own	practice,	continue	to	invest	in	ongoing	learning	throughout	their	careers	and	possess	tangible	technical	proficiencies	(Maccoy	2004,	234).	A	creative	sensibility,	professional	approach	to	performance-making	and	sensitivity	and	empathy	within	creative	processes	are	also	essential	requirements.		
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	However,	stage	managers	are	also	required	to	be	the	organised	and	disciplined	voice	within	the	production	process	(Schneider	1997,	1).	A	capability	to	be	‘all	things	to	all	men	and	women’	(Bond	1991,	9)	and	an	‘ability	to	steer	everyone	along	the	same	course	with	good	humour	and	tact’	(Maccoy	2010,	10)	are	less	tangible	aspects	of	the	role.	Contemporary	stage	management	texts	articulate	the	breadth	of	skills	a	professional	stage	manager	is	expected	to	bring	to	the	role,	including	the	ability	to	apply	logic	and	common	sense;	a	good	work	ethic;	the	ability	to	meet	deadlines;	project-,	people-	and	crisis-management	skills;	administrative	abilities	(Pallin	2010);	being	adaptable,	intuitive,	sensitive,	methodical,	resilient	and	intelligent	(Maccoy	2004);	compassionate,	trustworthy	and	discreet;	and	the	ability	to	delegate	and	arbitrate	when	required	(Fazio	2000).		A	paradox	of	the	profession	is	that	success	is	measured	by	a	stage	manager’s	ability	to	enact	these	skills	without	making	their	presence	strongly	felt.	In	The	Importance	Of	
Seeming	Earnest:	Stage	Managers	and	Emotion	Work,	Kordsmeier	(2007,	16)	articulates	this	idea:	One	of	the	keys	to	being	successful	as	a	stage	manager	is	invisibility.	Invisibility	means	that	the	work	you	accomplish	as	a	stage	manager	should	not	be	visible	to	an	audience.	In	fact	much	of	the	work	that	a	stage	manager	does	is	invisible	to	the	others	involved	in	the	production.	The	actor	may	only	see	the	stage	manager	as	taskmaster	and	union	enforcer;	the	designer	as	only	information	conduit;	and	the	director	as	second-in-command.	The	totality	of	what	a	stage	manager	does	may	even	be	hidden	by	the	hours	that	he	or	she	works,	typically	being	the	first	one	to	arrive	and	the	last	one	to	leave.	Doing	this	work	with	grace	is	an	accomplishment	that	cannot	be	done	without	efficiency	and	hard	work.			The	creative	process	of	live	performance-making	can	be	emotionally	charged	and	require	sensitive	management.	Stage	managers	are	required	to	guide	these	processes	through	to	a	successful	outcome	with	discretion	and	tact.	An	essential	occupational	requirement	is	to	do	this	while	remaining	impartial	and	level-headed	while	placing	one’s	own	emotions	and	personal	needs	to	one	side.	While	this	is	one	of	the	more	challenging	and	unpleasant	parts	
	16	
of	the	profession,	many	stage	managers	do	so	believing	they	are	there	‘to	serve	a	higher	purpose—the	show	itself’	(Kordsmeier	2007,	18).			While	the	stage	manager	role	is	not	traditionally	considered	a	creative	one,	or	acknowledged	within	production	hierarchies	as	being	part	of	the	creative	team,	there	is	growing	acknowledgment	of	its	creative	requirements	and	contribution	throughout	the	production	process	(Schneider	1997;	Ionazzi	1992).	While	stage	managers	are	not	considered	creative	artists,	the	profession	is	certainly	considered	an	art.	Applying	this	art	is	not	manifest	in	one	specific	aspect	of	the	final	production,	but	is	constantly	applied	across	the	continuum	of	the	performance-making	process.	This	is	a	unique	aspect	of	the	role	within	the	broader	production	team,	and	is	the	primary	reason	successful	stage	management	often	goes	unnoticed	(Kordsmeier	2007;	2009).	The	ability	to	create	and	maintain	an	environment	in	which	the	artistic	process	is	free	to	develop	and	flourish—where	artists	feel	protected	and	free	to	explore	the	possibilities	of	a	work—is	a	vital	aspect	of	successful	stage	management	(Schneider	1997).		
	
2.5 Conclusion	Stage	management,	and	a	stage	manager’s	role	and	responsibilities	within	any	given	production	process,	is	difficult	to	articulate.	Since	every	production	process	is	different	and	every	instance	of	performance	realisation	is	unique,	the	way	in	which	a	stage	manager	is	required	to	apply	themselves	within	their	work	is	just	as	variable.	While	each	professional	engagement	for	a	stage	manager	will	involve	an	agreed	upon	set	of	explicit	tasks	and	responsibilities,	the	majority	of	a	stage	manager’s	contribution	within	a	production	process	is	tacit.	The	role	is	understood	to	be	one	of	function	rather	than	task	execution.	The	stage	manager’s	ultimate	function	is	to	remain	concerned	with	one	thing,	and	one	thing	only:	the	successful	realisation	of	the	final	performance	outcome—however	that	might	manifest	itself	in	the	day-to-day	professional	experience.	 	
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3. Literature	Review	
	
3.1 Introduction	To	date,	most	extant	literature	concerned	with	the	stage	management	profession	is	of	a	practical	and	vocational	nature.	These	texts	focus	on	the	tangible	aspects	of	the	role,	and	function	as	handbooks	for	those	undertaking	education	and	training,	or	for	early-career	practitioners.	While	some	contemporary	texts	include	chapters	on	the	more	esoteric	aspects	of	stage	management	(Schneider	1997;	Pallin	2010;	Maccoy	2010),	they	still	largely	focus	on	the	application	of	requisite	administrative,	technical	and	managerial	skills	within	the	occupational	role.	Career	management,	sustainability	and	transition	considerations	are	mostly	neglected	in	these	texts.	Those	that	do	offer	comment	are	discussed	in	section	3.9	of	this	chapter.		There	are	10	sections	to	this	chapter,	including	the	introduction.	Section	3.2	provides	an	overview	of	several	seminal	theories	within	the	broader	careers	and	career	development	field,	and	Section	3.3	explores	contemporary	career	constructions—particularly	those	reflected	in	the	career	experiences	of	freelance	stage	managers.	Section	3.4	reviews	career	transition	theory	and	literature.	Sections	3.5,	3.6	and	3.7	give	an	overview	of	the	relevant	literature	and	extant	research	in	the	areas	of	career	development	for	women,	women	in	theatre	in	Australia	and	performing	artists,	respectively.	Section	3.8	offers	a	deeper	exploration	of	career	development	challenges	for	those	in	the	live	performance	production	professions,	as	this	is	the	broader	professional	field	in	which	the	specialisation	of	stage	management	sits.	Section	3.9	examines	available	literature	(academic	and	otherwise)	that	focuses	specifically	on	stage	management,	and	concludes	the	chapter.	
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3.2 Careers	and	Career	Development	
Career	development	involves	one’s	whole	life,	not	just	occupation.	As	such,	it	concerns	the	
whole	person	…	More	than	that	it	concerns	him	or	her	in	the	ever-changing	contexts	of	his	or	
her	life.	 Wolfe	and	Kolb	(1980,	1‒2)	
	Career	development	is	now	viewed	as	a	process	that	occurs	across	the	entirety	of	an	individual’s	life;	it	is	accepted	and	expected	that	people	will	transition	between	a	number	of	different	occupations	during	their	lifetime	(Patton	and	McMahon	2006,	16).	Career	is	‘the	evolving	sequence	of	a	person’s	work	experience	over	time’	(Arthur,	Hall	and	Lawrence	1989,	8)	and	career	development	is	the	‘total	constellation	of	psychological,	sociological,	educational,	physical,	economic	and	chance	factors	that	combine	to	shape	the	career	of	an	individual	over	the	life	span’	(Sears	1982,	139).		Contemporary	career	development	theories	have	shifted	focus	from	initial	occupational	choice	to	an	acknowledgment	of	the	unfolding	nature	of	work	across	a	lifetime.	These	theories	can	be	generally	categorised	as	theories	of	content	(Parsons	1909;	Holland	1973;	Brown	1996),	theories	of	process	(Ginzberg	1972;	Gottfredson	1981;	Miller-Tiedemann	1999)	or	theories	of	content	and	process	(Roe	1956;	Krumboltz	2009;	Lent	2005).	Content	theories	focus	on	factors	involving	initial	occupational	choice,	while	process	theories	acknowledge	the	totality	of	a	career	over	a	person’s	life-span.	Process	theories	shift	away	from	the	traditional	notion	of	career	as	a	‘vertical	progression’	and	recognise	that	‘career	choice	is	not	a	single	static	decision,	but	rather	is	a	dynamic	developmental	process	involving	a	series	of	decisions	made	over	time’	(Patton	and	McMahon	2006,	49).		Donald	Super’s	‘life-span,	life-space’	theory	of	career	development	(Super	1980;	1990)	is	one	of	the	most	influential	in	the	field.	Super	provides	a	holistic	theoretical	approach	to	career	development	and	posits	that	an	individual’s	working	life	does	not	begin	and	end	with	their	initial	choice	of	occupation,	but	is	an	ongoing,	evolving	process.	Super	defines	career	as	‘the	combination	and	sequence	of	roles	played	by	a	person	during	the	course	of	a	lifetime’	and	qualifies	these	roles	as	‘child,	pupil	or	student,	leisurite,	citizen,	worker,	spouse,	homemaker,	parent	and	pensioner’	(1980,	282).	‘Life-span’	recognises	the	lifelong	
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process	of	career	development,	and	‘life-space’	the	situational	and	contextual	factors	that	inform	career	construction.	While	the	perception	of	career	as	a	lifelong	evolving	process	is	central	to	Super’s	theory,	his	acknowledgment	of	the	personal	and	situational	determinants	involved	in	career	construction	make	his	theory	one	of	both	content	and	process	(Patton	and	McMahon	2006).			Super’s	theory	proposes	that	individuals	will	play	nine	major	roles	throughout	their	life	(while	acknowledging	that	not	all	people	will	play	all	roles)	in	four	‘principal	theatres’	(Super	1980,	283):	the	home,	the	community,	the	school	and	workplaces.	He	recognises	that	each	role	might	be	played	in	more	than	one	of	these	theatres,	and	points	to	this	as	a	potential	source	of	conflict	for	both	the	individual	and	those	around	them.	Super	defines	the	term	‘role’	as	one	of	both	expectation	and	performance,	of	both	the	individual	and	the	perception	of	others	(Super	1980,	285).			Super	also	discusses	the	concept	of	‘multi-occupational	careers’	(Super	1980,	286).	This	describes	workers	who	move	from	position	to	position	due	to	the	nature	of	their	work	(seasonal,	contractual,	etc.),	and	individuals	who	occupy	multiple	occupational	positions	simultaneously.	Another	of	Super’s	propositions	is	that	an	individual’s	adult	positions	are	influenced	by	the	‘non-occupational	positions’	they	hold	before	their	adult	career	begins,	particularly	those	in	adolescence,	and	asserts	that	the	last	full-time	job	held	for	‘any	significant	length	of	time’	determines	the	quality	of	an	individual’s	retirement	(Super	1980,	286).		Super	(1980)	theorises	that	inevitably,	playing	several	different	roles	simultaneously	in	many	different	‘theatres’	will	affect	the	other	roles,	which	could	lead	to	conflict.	However,	it	might	mean	that	success	in	one	role	can	come	at	‘too	high	a	price’	(Super	1980,	287),	causing	problems	in	other	concurrent	roles.	Super	does	suggest	that	these	periods	of	conflict	might	result	in	self-assessment	and	a	personal	and	professional	realignment	that	ultimately	leads	to	greater	balance	and	satisfaction.	He	also	acknowledges	that	work	provides	both	material	and	psychological	rewards,	the	importance	of	which	will	‘wax	and	wane’	(1980,	288)	over	the	course	of	an	individual’s	life,	particularly	in	relation	to	the	
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specific	roles	played	at	a	particular	time.	The	emotional	reward	obtained	from	a	role	is	likely	to	alter	over	time	due	to	various	internal	and	external	influences—Super	refers	to	these	as	‘personal	determinants’	and	‘situational	determinants’	(Patton	and	McMahon	2006,	61).		
Super’s	theory	posits	five	stages	of	vocational	development:	growth,	exploration,	establishment,	maintenance	and	disengagement	(Patton	and	McMahon	2006,	57).	He	acknowledges	that	while	these	five	stages	are	played	out	broadly	over	a	person’s	working	life,	termed	‘maxi-cycle’,	these	five	cycles	might	be	evident	several	times	across	an	individual’s	working	life,	played	out	as	‘mini-cycles’	(Super	1990).	Savickas	(2001)	also	expands	on	the	idea	of	the	‘mini-cycle’	by	proposing	that	an	individual	would	enact	a	‘mini-cycle’	whenever	a	career	transition	occurred	due	to	expected	or	unexpected	circumstances.		
The	notion	of	‘self-concept’	(Super	1990)	is	at	the	heart	of	Super’s	theory,	and	Savickas	further	develops	this	idea.	Self-concept	is	‘a	product	of	complex	interactions	among	a	number	of	factors,	including	physical	and	mental	growth,	personal	experiences,	and	environmental	characteristics	and	stimulation’	(Leung	2008,	120).	Savickas	(2002,	155)	states	that	‘the	process	of	career	construction	is	essentially	that	of	developing	and	implementing	vocational	self-concepts	in	work	roles’.	Work	as	an	implementation	of	self-concept	is	one	of	Super’s	most	significant	contributions	to	contemporary	career	theory,	since	it	recognises	the	role	work	plays	in	the	construction	of	identity	and	how	this	changes	over	time.	
3.3 Contemporary	Career	Constructions	Contemporary	career	construction	has	become	less	hierarchical	and	lineal	and	no	longer	tied	to	one	organisation.	The	‘boundaryless	career’	(Arthur	and	Rousseau	1996a;	1996b)	is	a	career	construction	in	which	mobility	and	flexibility	are	key.	Arthur	and	Rousseau	(1996a,	6)	articulate	six	markers	of	the	boundaryless	career:	1) movement	across	the	boundaries	of	separate	employers	2) drawing	validation	from	outside	the	present	employer	3) sustained	by	networks	or	information	that	are	external	to	the	current	employer	4) breaking	traditional	organisational	career	boundaries	
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5) rejection	of	traditional	career	opportunities	for	personal	or	family	reasons	6) perceiving	a	boundaryless	future	regardless	of	structural	constraints.	The	nature	of	the	work	might	be	‘casual	work,	short-term	contracts,	job	sharing	and	self-employment	in	combination	or	isolation’	(Arnold	et	al.	2005;	Storey	2000).		An	extreme	form	of	the	boundaryless	career	has	been	termed	the	‘protean	career’	(Hall	1976).	This	refers	to	a	career	process	that	is	directed	and	controlled	by	the	individual	rather	than	an	organisation,	and	one	in	which	success	is	measured	by	the	individual’s	internal	psychological	determinants	and	not	external	validations	(Hall	1976).			Bridgstock	(2007)	summarises	the	key	attributes	of	the	protean	career	as	follows:	1) mobility	more	important	than	job	security	2) skills,	knowledge	and	abilities	transferable	across	a	variety	of	occupational	roles	3) undertaking	several	occupational	roles	4) multiple	sources	of	income	derived	from	fees,	contracts	or	invoices	rather	than	salary	or	wages	5) strong	internal	motivations	are	the	measure	of	success	rather	than	external	measures	like	money	or	promotion	6) individual,	personal	responsibility	for	career	direction	and	development	7) a	high	reliance	on	the	development	of	strong	personal	and	professional	networks.		Protean	career	theory	acknowledges	the	totality	of	the	career	experience	and	the	complexities	of	intertwining	work	and	identity	(Baker	and	Aldrich	1996)	and	notions	of	vocation,	higher	purpose	and	‘calling’	(Hall	and	Chandler	2005).	Due	to	the	nature	of	the	work	involved,	many	artistic	careers	are	reflected	in	the	protean	career	paradigm	(Bridgstock	2007).		
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3.4 Career	Change	and	Transition	
Change	is	a	reality	in	our	lives	from	beginning	to	end.	We	adapt	to	it,	we	create	it,	we	endure	
it,	we	resist	it,	we	welcome	it.	 (Halliday	2012,	1)		In	the	contemporary	world	of	work,	where	the	traditional	organisational	career	has	declined	and	individuals	undertake	multiple	occupations	over	their	career	span,	it	stands	that	the	challenges	encountered	during	these	periods	are	experienced	more	frequently.	‘Change’	is	not	the	same	as	‘transition’.	Change	prompts	the	need	to	transition,	and	further	change	is	the	outcome	of	this	process.	The	changes	that	lead	to	periods	of	transition	can	be	internal	or	external,	expected	or	unexpected	(Halliday	2012,	ii).	Change	is	an	inevitable	part	of	life	and	people	cope	with,	respond	to	and	manage	the	process	in	different	ways.	Periods	of	transition	can	be	especially	difficult	for	the	individual	when	they	require	a	realignment	of	personal	identity;	increasingly,	work	and	career	choices	are	viewed	as	a	reflection	of	self-concept	(Super	1990).			Occupational	transition	is	a	complex	process	that	can	be	a	significant	life	stressor	(Rudisill	et	al.	2010).	Research	suggests	job	loss	leads	to	feelings	not	dissimilar	to	bereavement	(Brewington	et	al.	2004).	It	can	contribute	to	compromised	mental	(Fryer	and	Fagan	2003)	and	physical	health	(Gallo	et	al.	2000)	and	loss	of	self-esteem,	community,	and	identity	(Jahoda	1982).	During	periods	of	occupational	transition,	individuals	can	experience	‘family	strain,	conflicts	with	co-workers	and	supervisors,	financial	and	legal	problems	and	substance	abuse’	(Rudisill	et	al.	2010,	116).	While	involuntary	job	loss	can	prompt	feelings	of	fear	and	loss	of	identity	(Newman	1995),	a	planned	career	transition	in	response	to	the	reassessment	and	necessary	realignment	of	life	and	career	goals	is	no	less	fraught	(Engels	1995).			Voluntary	career	transition	can	be	prompted	by	a	variety	of	influences.	These	triggers	(van	Rensburg	and	Ukpere	2014,	729)	can	be	internal	or	external.	External	influences	are	unrelated	to	the	actual	professional	experience,	whereas	the	internal	motivators	that	trigger	career	transition	are	directly	related	to	an	employee’s	job	satisfaction.	O’Connor	
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and	Wolfe	(1987,	806)	outline	the	five	stages	of	transition:	stability	(pre-transition),	rising	discontent,	crisis,	redirection	and	adaptation	and	restabilising.	Emotional	exhaustion,	depersonalisation	and	reduced	personal	accomplishment	can	lead	to	job	burnout	and	prompt	a	career	transition.	This	is	especially	prevalent	in	professions	involving	prolonged	contact	with	people.	Where	this	interpersonal	interaction	can	be	unpleasant	or	entail	conflict,	people	can	reach	job	burnout	faster	(Leiter	and	Maslach	1988).		
3.5 Women	and	Career	Development	Career	is	now	understood	to	be	an	implementation	of	self-concept,	and	it	is	important	to	understand	how	women	develop	and	construct	identity	to	learn	their	vocational	choices	and	how	they	respond	to	challenges	across	their	career	span.	Traditionally,	women	have	been	neglected	in	career	theory,	and	the	last	25	years	have	seen	a	significant	increase	in	theoretical	focus	on	women’s	career	development	(Betz	2004;	Patton	and	McMahon	2014).	While	some	seminal	career	development	theories	are	more	applicable	to	women’s	career	experiences	(Super	1990),	theory	that	explores	the	‘heterogeneity	and	diversity	of	women’	(Patton	2013,	22)	remains	necessary.	While	work	for	women	was	once	seen	as	a	temporary	situation	until	marriage	and	children,	it	is	important	to	understand	how	much	more	central	work	has	become	in	women’s	lives	and	in	the	construction	of	their	identities.		In	Australia	in	2011,	55%	of	couples	with	dependent	children	had	both	partners	participating	in	the	workforce	(Baxter	2013).	As	women’s	career	aspirations	and	expectations	have	increased,	it	is	inevitable	that	internal	tensions	might	develop	when	personal	responsibilities	cannot	be	reconciled	with	professional	realities,	since	women’s	career	patterns	are	still	more	affected	by	familial	responsibilities	than	men	(Patton	and	McMahon	2014).	Despite	women’s	increased	participation	in	the	workforce,	the	ABS	(2009b;	2009c)	reports	that	women	continue	to	complete	two-thirds	of	domestic	duties	and	spend	two-and-a-half	times	longer	than	men	caring	for	children.	In	addition,	although	women	across	the	27	Organization	for	Economic	Cooperation	and	Development	(OECD)	countries	graduate	from	tertiary	education	at	a	significantly	higher	rate	than	men	(46%	to	31%),	women’s	representation	in	upper	levels	of	workplaces	remains	largely	unchanged	
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(OECD	2011).	Hakim’s	preference	theory	(2006)	asserts	that	there	five	key	societal	changes	in	the	late	20th	century	created	a	new	scenario	for	women	in	the	labour	market:	1) the	contraceptive	revolution	that	enabled	women	to	have	greater	control	over	their	fertility	and	timing	and	number	of	offspring	2) the	equal	opportunities	revolution	that	ensured	equal	access	to	professional	occupations	and	opportunities	3) the	growth	of	white-collar	occupations	that	are	more	appealing	to	women	4) the	emergence	of	jobs	for	secondary	earners	for	individuals	that	priorities	other	life	interests	over	work	5) the	growing	value	people	now	place	on	values	and	personal	preferences	in	their	lifestyle	choices.		This	theory	also	suggests	that	women	respond	to	the	inevitable	conflict	between	family	and	work	priorities	in	different	ways,	while	men	respond	in	a	largely	similar	way.	How	women	respond	situates	them	into	one	of	three	groups:	home-centred	women,	work-centred	women	and	adaptive	women.	The	fact	that	women	will	respond	in	a	variety	of	ways	and	men	will	deal	with	this	conflict	in	the	same	way	is	one	of	the	reasons	for	the	ongoing	disproportionate	success	and	proliferation	of	the	patriarchy	in	the	workforce	(Hakim	2006).	While	progress	for	women	over	the	last	century	now	affords	them	the	right	to	
choose,	the	situation	largely	remains	that	men	still	do	not	have	to	choose.	Competitive	careers	in	sport,	politics	and	the	arts	often	require	participants	to	be	work-centred	and	prioritise	professional	obligations	over	family	life	(Hakim	2006)—this	prioritisation	of	work	for	women	often	involves	significant	and	considered	compromise	in	their	personal	and	family	lives,	whereas	for	men,	largely,	it	does	not.		Increasingly,	in	many	sectors,	mechanisms	exist	for	paid	parental	leave,	flexible	working	arrangements	and	so	on;	however,	inevitably,	some	occupations	and	careers	cannot	be	‘domesticated’	(Hakim	2006,	279).	‘Greedy	occupations’	(Hakim	2006,	289)	that	require	frequent,	lengthy	and	unpredictable	periods	of	travel;	jobs	that	require	irregular,	long	or	non-traditional	working	hours;	jobs	that	are	mentally	and	physically	involved;	and	jobs	that	require	‘substantial,	continuous	and	predictable	output’	will	never	be	family-friendly	
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(Hakim	2006,	281).	Contractual,	short-term,	project-based	employment	does	not	provide	the	routine	and	stability	often	required	by	those	assuming	the	lion’s	share	of	familial	and	domestic	responsibilities.	Equally,	some	occupations	cannot	afford	the	flexibility	and	availability	required	to	respond	to	the	unpredictable	nature	of	family	life.		
3.6 Women	in	Theatre	in	Australia	
We	have	something	of	the	utmost	importance	to	contribute:	the	sensibility,	the	experience	and	
the	expertise	of	one	half	of	humanity.	All	we	ask	is	that	we	are	able	to	do	this	in	conditions	of	
complete	equality.	 Dorothy	Hewitt	launching	the	Australia	Council’s	Women	in	the	Arts	report,	1983	
	Women	working	in	the	theatre	and	entertainment	sector	in	Australia	face	further	specific	career	development	challenges.	While	statistics	show	that	women	who	undertake	education	and	training	in	artistic	professions—particularly	those	relating	to	the	live	performing	arts	in	Australia—vastly	outnumber	men	(ABS	2007),	their	numbers	become	conversely	disproportionate	in	professional	representation.	The	Women	in	Theatre	report	published	by	the	Australia	Council	in	2012	seeks	to	provide	a	picture	of	the	gender	imbalances	in	the	sector	and	assess	the	issues	at	play.	An	analysis	of	the	creative	leadership	in	Australia	indicates	that	at	the	time	of	the	reports	publication	only	30	to	40%	of	major	performing	arts	companies	had	a	woman	in	a	leadership	role.	The	report	tracks	the	representation	of	women	in	the	sector	between	2001–11	and	finds	that	in	the	productions	of	the	major	performing	arts	companies	in	Australia	during	that	time,	21%	had	a	female	writer,	25%	had	a	female	director	and	only	36%	had	a	woman	in	one	of	the	two	creative	leadership	roles	(Lally	2012).		
The	report	explores	the	structure	of	employment	pathways	within	the	theatre	sector	and	looks	at	the	challenges	present	that	could	be	precluding	women	from	having	a	sustainable	and	successful	career	in	the	field.	The	ability	to	build	a	recognised	track	record	is	identified	as	necessary	to	long-term	success;	the	requirement	to	undertake	irregular	freelance	work	to	build	the	career	momentum	necessary	for	eventual	elevation	to	cultural	leadership	roles	can	be	seen	as	a	significant	barrier	for	women	in	the	sector.	With	the	responsibilities	of	
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family	and	children	still	largely	women’s	domain	(ABS	2009b;	2009c),	women	in	the	sector	are	over-represented	in	administrative	and	support	roles	that	might	be	more	sympathetic	to	child-rearing	responsibilities.	At	this	point,	women	become	over-represented	in	less	‘prestigious’	support	roles	within	the	industry	that	are	seen	as	‘supportive,	nurturing	and	largely	behind-the	scenes’	(Lally	2012,	34).	These	roles	allow	greater	flexibility,	provide	more	stability,	allow	women	to	continue	working	in	the	field	that	they	trained	for	and	are	usually	better	paid;	however,	they	are	by	their	nature	much	less	visible.	
The	report	indicates	there	is	an	understanding	in	the	sector	that	professional	success	involves	personal	sacrifice;	alternatively,	the	need	to	step	away	from	one’s	career	for	any	time	to	privilege	family	responsibilities	will	come	at	a	professional	cost.	Although	a	greater	gender	parity	currently	exists	when	it	comes	to	parental	responsibility,	the	report	articulates	that	even	in	families	where	the	male	assumes	the	ongoing	primary	caregiver	role,	pregnancy	and	birth	always	necessitate	a	career	interruption	for	women,	however	brief	that	interruption	might	be	(Lally	2012,	35).	The	report	points	to	the	inherently	unfriendly	nature	of	the	theatre	for	families,	outlining	work	hours,	income	instability	and	the	energy	and	commitment	required	as	barriers	to	theatre	practitioners	achieving	work‒life	balance.	It	also	outlines	the	paradox	of	the	career	establishment	period	often	coinciding	with	starting	a	family,	and	that	even	if	childcare	were	available	during	theatre-friendly	hours,	the	sector’s	low	rates	of	pay	make	childcare	unaffordable	for	many	theatre	families	(Lally	2012,	36).	Following	the	report’s	publication,	a	number	of	responses	and	commentary	appeared	online,	including	the	article	‘Why	are	our	theatres	empty	of	women?’	by	Eltham	and	Harkins-Cross	(2012).	The	authors	state	that	‘women	may	indeed	stride	across	Australia’s	main	stages	of	Australian	theatre,	but	they	are	not	writing	the	lines	or	directing	the	performers’	(Eltham	and	Harkins-Cross	2012).	
This	gender	bias	is	also	reflected	in	other	artistic	disciplines	in	Australia.	The	classical	music	professions	of	composition	and	conducting	are	dominated	by	men	(Macarthur,	Hope	and	Bennett	2016),	and	while	75%	of	visual	arts	graduates	are	female,	only	34%	of	the	creators	of	the	art	in	state	museums	and	galleries	are	women	(Richardson	2016).	In	classical	ballet,	the	situation	is	similar.	In	2016,	only	one	female	choreographer	featured	in	
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the	Australian	Ballet’s	season	(Westle	2016).	Female	creative	arts	graduates	in	Australia	outnumber	men	by	100,000,	and	nearly	67%	of	performing	arts	graduates	are	women	(ABS	2007).	While	recent	years	have	brought	growing	awareness	in	relation	to	increasing	gender	parity	in	the	arts,	there	remains	a	long	way	to	go.		
3.7 Career	Development	Challenges	for	Performing	Artists	
The	retiring	dancer	and	the	heartbroken	lover	are	never	more	alike	than	when	their	
relationships	end.	 Kevin	MacKenzie,	Artistic	Director,	American	Ballet	Theatre	(quoted	in	Upper	2004,	2)		Those	who	choose	to	forge	a	career	in	a	creative	or	artistic	field	invite	significant	and	specific	career	challenges.	There	are	many	existing	studies	on	the	career	development	challenges	and	career	transitions	of	performing	artists	(Jackson	1996;	Bennett	2007;	Bennett	2009;	Throsby	and	Zednik	2010;	Jeffri	and	Throsby	2004;	Maxwell,	Seton	and	Szabo	2015).	The	vocational	attachment	to	a	creative	artist’s	profession	and	the	inherent	precarity	of	creative	work	present	a	number	of	well-documented	career	development	challenges.	The	Australia	Council	study	of	professional	Australian	artists,	Do	You	Really	
Expect	to	Get	Paid?	(Throsby	and	Zednik	2010)	finds	that	persistence,	passion,	talent	and	external	support	are	thought	to	be	the	major	factors	enabling	a	sustainable	artistic	career,	while	financial	problems	and	time	constraints	inhibit	career	success.			Another	Australian	study	(Bennett	2007),	which	involved	interviewing	500	musicians	and	artists,	presents	similar	findings.	The	study	poses	questions	around	work,	training	and	career	development	challenges.	The	findings	indicate	five	key	factors	that	generally	contribute	to	career	exits	in	the	creative	arts:	insufficient	regular	employment	due	to	lack	of	practitioner	diversity,	lack	of	career	mobility,	irregular	working	hours,	high	rates	of	injury	and	low	financial	rewards.	More	specifically,	job	satisfaction,	stability	of	employment,	money	and	family	are	cited	as	major	inhibitors	to	a	sustainable	career	in	music.	Like	the	Australia	Council	study,	this	research	identifies	passion	as	the	most	important	personal	attribute	required	to	sustain	the	necessary	resilience	for	professional	music	career	longevity.		
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	Professional	actors,	too,	face	similar	issues.	The	Australian	Actors’	Wellbeing	Study	(Maxwell,	Seton	and	Szabo	2015)	explores	the	career	challenges	facing	professional	Australian	actors.	The	findings	identify	low	income,	substance	abuse	and	over-reliance	on	alcohol,	physical	health	issues	and	delay	in	seeking	treatment	and	mental	health	issues	as	significant	career	development	challenges	for	Australian	actors.	The	impact	and	reliance	on	family	and	friends	due	to	the	psychological	nature	of	the	work,	stress	and	separation	from	partners	and	family	due	to	touring	and	harassment	and	bullying	emerge	as	issues	disproportionately	affecting	those	in	the	profession.	The	study	recommends	training	that	includes	developing	skills	in	physical	and	psychological	wellbeing;	financial	literacy	and	career	planning;	raising	awareness	around	mental	health	and	substance	abuse;	and	the	necessity	of	providing	structured	post-performance	debrief	and	‘cool	down’	opportunities	as	strategies	that	could	ease	some	of	the	career	development	challenges	professional	actors	in	Australia	face	(Maxwell,	Seton	and	Szabo	2015).	In	recent	times,	there	has	been	growing	acknowledgment	that	traditional	artistic	training	models	that	only	focus	on	occupational	skill	acquisition	do	not	adequately	prepare	individuals	for	artistic	careers.			Jackson	(1996)	explores	the	boundaryless	career	construction	as	it	relates	to	careers	in	dance	and	drama,	where	the	nature	of	the	employment	is	intermittent,	seasonal	and	often	short	term.	His	study	Managing	and	Developing	a	Boundaryless	Career:	Lessons	from	Dance	
and	Drama	(1996)	identifies	a	number	of	key	capabilities	that	enable	a	sustainable	career	in	dance	or	drama:	1) the	need	to	develop	skills	around	seeking	work	2) the	flexibility	to	undertake	a	variety	of	different	kinds	of	work	both	related	to	and	not	related	to	the	primary	artistic	vocation	3) 	access	to	ongoing	training	and	skills	development	across	the	career,	not	just	at	the	beginning	4) cultivating	perseverance	and	resilience	5) access	to	careers	guidance	and	advice	6) the	need	for	intermediaries	7) developing	entrepreneurial	skills.	
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	A	study	investigating	the	career	transitions	of	professional	dancers	(Jeffri	and	Throsby	2004)	presents	similar	findings.	Life	After	Dance:	Career	Transition	of	Professional	Dancers	discusses	the	devotion,	discipline	and	commitment	required	for	a	career	in	dance,	and	notes	the	low	pay,	long	hours,	risk	of	physical	injury	and	emotional	distress	and	short	career	length	as	particular	career	development	challenges.	The	study	also	finds	that	dancers	are	likely	to	encounter	economic,	psychological	and	educational	issues	during	periods	of	career	transition—specifically	‘physical	problems,	loss	of	income,	uncertainty	about	the	future,	and	a	sense	of	emptiness	at	having	to	give	up	something	that	has	been	so	important	for	so	long’	(Jeffri	and	Throsby	2004,	3).	One	of	the	study’s	most	interesting	findings	is	that	although	dancers	are	generally	aware	of	the	inevitability	of	career	transition,	this	awareness	does	not	necessarily	translate	to	preparedness.	This	lack	of	preparedness	represents	one	of	the	key	challenges	of	artistic	vocations	and	the	psychological	complexity	that	occurs	when	pursuing	that	artistic	profession	is	no	longer	viable,	for	whatever	reason.		However,	some	sectors	are	better	at	assisting	their	practitioners	during	times	of	career	transition.	Bennett’s	2009	study	Careers	in	Dance:	Beyond	Performance	to	the	Real	World	of	
Work,	which	investigates	the	transition	of	dancers	from	performance	to	non-performance	careers,	references	the	formation	in	the	1990s	of	the	Elite	Performers	Lifeskills	Advisors	Association,	a	collaboration	between	Ausdance	and	the	Australian	Institute	of	Sport.	The	association’s	pilot	program	identified	that	professional	dancers	were	‘disciplined,	committed	and	resourceful’	(Bennett	2009,	27),	and	that	if	these	valued	professional	attributes	could	be	redeployed	into	other	careers	at	the	conclusion	of	the	artists’	performing	careers,	beneficial	outcomes	could	emerge	for	all	parties.	This	initial	program	led	to	the	development	of	the	Securing	Career	Opportunities	and	Professional	Employment	(SCOPE)	program,	a	partnership	between	the	Australian	Council	for	the	Arts	and	the	Australian	Sports	Commission.	This	program	endeavours	to	assist	with	managing	and	planning	the	careers	of	professional	dancers	and	elite	sportspeople	by	harnessing	their	innate	skills	and	attributes	into	alternative	professional	pathways.	The	SCOPE	program	provides	individual	assessment	and	career	counselling,	development	of	a	career	and	
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professional	development	action	plan,	access	to	scholarships	for	personal	and	professional	development	courses,	employment	preparation,	mentoring,	business	and	industry	networking	and	referrals,	access	to	professional	career	networks,	transition	planning	and	career	development	support	(Batchelor	2012,	10).		Although	there	are	many	similarities	in	the	career	development	challenges	faced	by	performing	artists,	each	discipline	features	challenges	specific	to	the	artist’s	vocation	that	requires	targeted	and	individual	strategies	and	mechanisms	to	guide	them	through	career	development	hurdles	and	assist	them	during	times	of	transition.	Since	artistic	careers	are	often	reflected	in	the	protean	career	paradigm,	lack	of	organisational	ties	means	that	a	sectoral	approach	is	required.			
3.7.1 Career	Development	in	Live	Performance	Production	
If	you	were	to	ask	a	house	carpenter	for	a	bridge	that	flies	out	of	the	way	for	Act	II,	you	would	
most	likely	receive	a	blank	stare	in	return.	A	theatre	carpenter	will	ask	how	fast	and	how	
high.	 (Holloway	2010,	255)		The	specialist	nature	of	a	career	in	theatre	and	live	production	is	often	underestimated.	A	specific	learned	craft	coupled	with	innate	artistry	and	artistic	sensibility	defines	mastery	of	a	particular	discipline	within	the	field.	Reid	(2001)	discusses	the	multifaceted	process	of	moving	a	production	from	the	rehearsal	room	to	the	stage.	He	examines	the	problems	that	emerge	when	much	of	the	creative	process	occurs	away	from	the	theatre,	and	the	reconciliation	of	creative	idealism	with	budgetary	and	logistical	constraints.	Reid	asserts	that	those	production	professionals	who	undertake	the	responsibilities	associated	with	realising	the	technical,	production	and	design	elements	of	the	performance	in	such	tight	timeframes	must	have	a	‘streak	of	idealism,	a	yearning	for	perfection,	and	a	tendency	towards	single-minded	pursuit	of	their	personal	specialty’;	they	are	‘bright,	hard-working	and	committed	to	an	artistic	pursuit’	(2001,	v).	Foreman	(2009,	vii)	also	explores	this	idea,	suggesting	that	‘live	theatre	is	an	exciting,	challenging	and	sometimes	difficult	medium	and	it	needs	enthusiastic,	well-trained	and	skilled	practitioners	to	ensure	its	future’.	
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	In	Rethinking	Entertainment	Technology	Education	(2002),	John	Huntington,	Associate	Professor	at	the	New	York	City	College	of	Technology,	explores	the	use	of	the	word	‘techie’.	Used	in	educational	and	amateur	contexts	as	a	term	of	endearment	for	those	working	in	the	technical	and	production	disciplines,	Huntington	asserts	that	the	word	is	‘demeaning’	and	states	that	he	and	his	colleagues	‘only	educate	artists,	not	techies’	(2002,	14).	He	posits	that	the	word	implies	technicians	have	less	talent	and	creativity	than	others	involved	in	the	realisation	of	live	performance,	and	are	therefore	less	worth	to	the	industry	and	to	society	in	general.	Huntington	argues	that	this	is	not	the	case,	and	these	highly	skilled	professionals	‘speak	the	language	of	technology,	science	and	engineering’	(2002,	14).	John	Holloway	(2010,	vi),	Professor	of	Theatre	at	University	of	Kentucky,	affirms	these	sentiments:	Each	department	is	peopled	with	experts	in	those	fields.	You	almost	never	hear	anyone	use	the	words	‘lighting’	or	‘costumes’	in	reference	to	the	people	who	work	in	those	departments.	They	are	‘electricians’	and	‘dressers’.	Workers	in	one	field	may	not	necessarily	know	that	much	about	what	happens	in	another	department,	unless	it	has	a	direct	bearing	on	their	own,	but	they	are	absolute	masters	of	their	particular	craft.			Furthermore,	Holloway	argues	that	these	professionals	‘are	bright,	hard-working	and	committed	to	an	artistic	pursuit.	If	they	were	not	they	would	never	survive	the	long	hours	and	hard	work	that	a	theatre	career	demands’	(2010,	1).		The	motivators	behind	a	decision	to	enter	this	field	of	work	are	regarded	as	primarily	emotional	and	physiological	as	opposed	to	financial	or	status-driven,	and	it	is	this	‘psychic	income’	(Machlowitz	1980,	199;	Seybold	and	Salamone	1994,	5)	that	drives	production	specialists	throughout	their	careers.	In	his	article	discussing	practices	in	the	education	of	future	theatre	technologists,	Huntington	(2002,	15)	asserts	that	production	practitioners	are	highly	skilled	and	talented	people	capable	of	seeking	other,	much	more	financially	lucrative	work,	but	they	continue	to	work	in	arts	and	entertainment	‘because	they	love	solving	complex	technical	problems	to	support	the	work	of	artists’.		
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	Ramirez	and	Waterson	Ellsworth	(2007)	explore	the	vocational	nature	of	stagecraft	and	propose	that	technologists,	managers	and	designers	experience	the	same	sense	of	being	‘called’	to	the	work	as	performing	artists.	They	discuss	concepts	of	fulfilment	and	belonging	and	state	that	‘musicians	say	the	same	thing	about	music,	dancers	about	dance’,	and	production	professionals		share	a	strong	sense	of	being	‘born’	to	do	what	we	do,	and	therefore	we	tend	to	view	our	career	choices	as	the	only	choices	that	fit	who	we	are.	Many	of	us	come	to	this	sense	of	identity	early	in	life	(2007,	67).			Ramirez	and	Waterson	Ellsworth	also	articulate	the	sense	of	community,	family,	reward	in	collaboration,	shared	purpose	and	sense	of	identity	that	draws	production	practitioners	to	this	field	of	work.	They	identify	this	fusion	of	identity	and	work	as	a	particularly	strong	career	motivator,	but	also	indicate	that	this	very	thing	could	be	what	drives	many	technologists,	managers	and	designers	to	overwork,	and	thus	prematurely	exit	their	careers.		Reid	(2001,	vii)	discusses	the	‘unsociable	hours’,	and	Ramirez	and	Waterson	Ellsworth	(2007)	examine	the	financial	implications,	impact	on	time,	effect	on	health	and	other	sacrifices	required	of	the	individual	in	this	career	field.	Carlisle	and	Ward	(1999,	69)	also	discuss	the	‘theatre	mythology	that	presumes	“if	you’re	not	willing	to	kill	yourself	for	the	art,	you	better	get	out”’.	A	US	survey	of	theatre	students,	faculty	and	working	artists	(Ramirez	and	Waterson	Ellsworth	2007)	asked	questions	about	hours	of	work,	and	nearly	60%	of	respondents	indicated	that	they	usually	work	more	than	40	hours	in	a	typical	week;	85%	indicated	that	they	work	over	40	hours	at	least	sometimes.	When	asked	whether	their	long	hours	had	hurt	their	family	or	other	relationships,	over	70%	answered	‘sometimes’,	‘usually’	or	‘always’	(Ramirez	and	Waterson	Ellsworth	2007,	65).		In	December	2014,	Australian	researchers	published	the	report	Pride,	Passion	&	Pitfall:	
Working	in	the	Australian	Entertainment	Industry	(Van	den	Eynde	et	al.).	It	was	initiated	by	Entertainment	Assist	in	response	to	increasing	reports	of	disproportionate	instances	of	
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physical	ailments,	psychosocial	distress	and	rates	of	suicide	among	performing	arts	support	workers	and	technicians	in	Australia	(2014,	viii).	Report	findings	reveal	the	negative	work	culture	of	the	entertainment	industry	and	the	prevalence	of	mental	health	issues.	One	of	the	study	participants	interviewed	for	the	report	states,	[I]t	was	our	work	life,	it	was	our	social	life,	it	was	our	everything	…	[M]any	of	my	friends—they’ve	toured	the	world	with	major	rock	and	roll	bands	and	all	that	sort	of	stuff	and	then	all	of	a	sudden,	they’re	thrown	on	the	scrap	heap	and	once	upon	a	time,	they	were	almost	godlike.	You	know	what	I	mean?	And	then	all	of	a	sudden,	they’re	nobody	and	they	don’t	fit	into	the	normal	job	because	we	just	don’t	for	the	better	part.	We	made	a	show	out	of	nothing.	Whatever	we	carried	in	that	truck,	we	put	on	a	show	with.	And	then	all	of	sudden,	when	you	don’t	get	to	do	that	anymore,	that’s	a	big	part	of	who	you	are	is	denied	to	you	(2014,	37).		The	findings	from	the	US	study	are	echoed	in	those	of	the	Australian	study.	Long	and	fluctuating	working	hours,	unrealistic	expectations,	lack	of	interpersonal	relationships,	travel,	stress,	exhaustion,	low	salary,	competiveness,	lack	of	security	and	uncertainty	about	the	future	were	articulated	by	respondents	in	both	studies	as	major	career	challenges.	The	Australian	report	paints	a	picture	of	workers	who	share	a	‘deep	passion	and	commitment	for	their	creative	work’	and	who	closely	link	identity	with	their	profession,	while	also	describing	a	work	environment	that	is	‘unhealthy,	often	divisive,	competitive	and	lacking	social	support’	(Van	den	Eynde	et	al.	2014,	xi).			
3.8 Stage	Managers	and	Career	Development	
Making	things,	solving	problems,	collaboration	with	others,	feeling	God-like	as	we	create	
worlds	never	before	seen	is	a	happy	way	to	spend	time.	 (Salzer	2001)	
	A	career	in	stage	management	is	subject	to	the	same	challenges	as	all	professions	within	the	broader	production	field;	however,	those	in	this	profession	also	encounter	industry-specific	issues.	Being	ultimately	responsible	for	the	successful	and	seamless	delivery	of	live	performance	places	stage	managers	under	a	large	amount	of	stress	in	
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the	day-to-day	execution	of	their	role.	Alongside	this	responsibility,	professional	stage	managers	also	experience	‘poor	rates	of	pay,	long	hours,	seemingly	thankless	tasks,	certainly	very	little	glamour	and	usually	very	little	appreciation’	(Coleman	2007,	43‒44).		Stage	managers	derive	professional	satisfaction	from	the	overall	success	of	a	project.	In	The	
Importance	of	Seeming	Earnest:	Stage	Managers	and	Emotion	Work,	Kordsmeier	(2007)	explores	the	importance	of	the	stage	manager	in	a	process	that	often	involves	the	competing	agendas	of	the	parties	involved.	These	conflicting	agendas	have	the	capacity	to	derail	a	production’s	ultimate	success,	and	the	stage	manager	must	manage	these	often-disparate	interests	to	achieve	an	ultimately	positive	outcome.	The	stage	manager	is	responsible	for	steering	a	multi-faceted,	complex	process	to	its	full	realisation,	although	stage	managers	often	receive	little	credit	for	this	outcome.	This	paradox	is	understood	and	accepted	by	those	who	enter	the	profession,	although	this	lack	of	acknowledgment,	combined	with	an	often-volatile	working	environment	and	the	expectation	that	one	will	suppress	one’s	emotions,	can	lead	to	dissatisfaction	with	the	role.			Schneider	(1997)	explores	the	feasibility	of	a	long-term	career	in	stage	management	and	asserts	that	the	insecure	nature	of	what	can	be	a	largely	freelance	career,	in	conjunction	with	the	specific	stresses	encountered	within	the	role,	can	make	career	longevity	difficult,	if	not	impossible.	While	she	acknowledges	that	employment	insecurity	is	characteristic	of	many	professions	within	the	wider	field	performing	arts	field,	Schneider	indicates	that	other	roles	do	not	‘carry	the	same	burden	of	responsibility	and	commitment	of	time’	that	is	expected	in	stage	management	(1997,	199).	The	development	of	technology	and	the	increasing	complexity	of	contemporary	live	performance	production	has	led	to	greater	requirements	in	terms	of	organising	and	managing	the	process.	Ming	Cho	Lee,	Scenic	Designer	at	the	Yale	School	of	Drama,	states	that	because	of	this	expectation,	everyone	relies	so	heavily	on	the	stage	manager—the	pressure	during	technical	and	dress	rehearsals	becomes	inhuman	and	the	stage	manager	is	very	vulnerable.	It	is	an	unreasonable	job,	and	I	think	the	role	should	be	re-examined	(quoted	in	Schneider	1997,	200).		
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A	survey	of	US	stage	managers	conducted	by	the	University	of	Iowa	in	2010	that	explored	personal	and	occupational	experiences	found	24.2%	of	participants	were	married	compared	with	50.2%	of	the	larger	American	population	 (University	of	Iowa	2010,	5).	The	survey	also	revealed	 that	only	14.9%	of	respondents	had	children,	compared	with	34.3%	of	households	 in	the	general	population.	When	divided	by	gender,	22.6%	of	male	stage	managers	 reported	having	children	compared	with	11.3%	of	female	stage	managers.	Many	stage	managers	noted	long	hours	and	the	limited	flexibility	in	their	schedules	as	the	primary	challenges	to	raising	a	family.	The	survey	also	tracked	potential	 turnover	 in	the	field—when	asked	about	the	likelihood	 of	leaving	stage	management	within	the	next	five	years,	17%	indicated	 that	it	was	either	 ‘likely’	or	‘very	likely’.	 		These	findings	further	suggest	 that	a	disproportionate	number	of	intended	exits	come	from	career	changes	rather	than	retirement.	 The	major	reasons	given	for	a	departure	from	stage	management	included	 the	long	hours,	 the	challenges	 of	having	a	family,	comparatively	low	wages	for	the	number	of	hours	worked,	finding	careers	with	more	stability,	general	burnout	from	extended	work	schedules	 and	high	job	stress	(University	of	Iowa	2010,	5).				Maccoy	(2004)	indicates	that	the	‘professionalisation’	of	the	role	due	to	employer	expectations	that	stage	managers	will	have	a	specialist	formal	education	in	the	field	has	affected	the	career	expectations	of	those	entering	the	profession.	Coupled	with	mid-career	stage	managers	exiting	the	profession,	this	means	that	those	entering	it	will	progress	through	the	ranks	with	a	rapidity	not	seen	in	other	roles	within	the	arts	and	entertainment	field.	This	accelerated	career	progression	can	mean	that	relatively	young	people	assuming	positions	of	enormous	responsibility	early	in	their	careers	that	might	lead	to	dissatisfaction	when	there	is	little	room	for	ongoing	progression.	Stage	managers	might	then	need	to	look	beyond	the	profession	for	ongoing	career	development	and	satisfaction	(Maccoy	2004,	235).	
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3.9 Conclusion	By	exploring	related	established	fields	of	scholarship,	including	career	development	theory,	career	transition	theory	and	women’s	career	theory,	and	locating	the	study	in	a	broader	theoretical	landscape,	this	chapter	provides	the	necessary	academic	rigour	and	framework	for	this	emerging	field	of	research	and	the	current	study.	Extant	studies	into	women	in	theatre	in	Australia	and	career	development	challenges	for	performing	artists	in	Australia	offer	a	further	guide	and	foundation	for	this	research	project.	The	emerging	field	of	research	that	specifically	explores	careers	within	live	performance	production,	and	the	existing	literature	and	international	research	on	stage	management	careers,	also	inform	this	study’s	purpose.			While	it	was	anticipated	that	some	of	the	literature	and	research	findings	explored	in	this	chapter	would	be	reflected	in	the	study	findings,	they	also	highlight	the	need	to	fill	a	gap	in	the	literature	in	relation	to	the	specific	experiences	of	mid-career	Australian	female	stage	managers.	Although	there	is	commonality	to	some	of	the	career	development	challenges	and	transition	experiences	explored	in	this	chapter,	the	following	study	and	its	findings	investigate	and	articulate	the	specific	experiences	of	mid-career	Australian	female	stage	managers.		 	
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4. Methodology	
I	can	only	answer	the	question,	‘What	am	I	to	do?’	if	I	can	answer	the	prior	question,	‘Of	what	
story	or	stories	do	I	find	myself	a	part’?	 (MacIntyre	1981,	216)	
	
4.1 Introduction	This	study	employed	a	qualitative	approach	to	characterise	the	career	development	challenges	and	transition	experiences	of	Australian	female	stage	managers.	This	chapter	comprises	five	sections:	section	4.2	outlines	the	research	design,	section	4.3	summarises	the	data	collection	process,	section	4.4	delivers	an	overview	of	the	data	analysis	process	and	section	4.5	summarises	the	chapter.		
4.2 Research	Design	
4.2.1 Narrative	Inquiry	and	Informed	Grounded	Theory		This	study	adopted	a	qualitative	approach,	as	qualitative	methods	are	particularly	useful	when	the	research	aim	is	to	explore	meaning,	provide	perspective	and	insight	or	develop	an	explanation	for	behaviour	(Yin	2011,	9),	all	of	which	are	at	the	heart	of	this	study.			In	recent	years,	career	development	research	and	scholarship	has	embraced	a	narrative	approach,	as	researchers	have	shifted	their	focus	from	numbers	to	stories	(Savickas	1993).	This	is	because	stories	‘tell	how	the	self	of	yesterday	became	the	self	of	today	and	will	become	the	self	of	tomorrow’	(Savickas	2005,	58).	Chen	(2002)	agrees	that	human	beings	are	living	a	narrative	life	every	minute	by	acknowledging	the	inherent	nature	of	existence	as	an	individual’s	participation	in	‘past’,	‘present’	and	‘future’.	A	narrative	approach	acknowledges	that	people	prescribe	meaning	in	a	subjective	way	based	on	their	past	life	experiences	or	future	desires.	At	every	point	in	an	individual’s	existence,	they	are	participant	in	their	own	narrative,	and	all	knowing,	understanding	and	decision-making	is	informed	by	their	history,	present	circumstances	and	vision	for	the	future.	While	stories	do	not	‘determine	the	future’,	they	nonetheless	‘play	a	role	in	the	action	of	an	individual’s	career	adaptation	by	evaluating	resources,	limitations	and	using	traits	and	abilities	to	work	
	38	
through	tasks,	transitions,	and	trauma’	(McIlveen	and	Patton	2007,	8).	A	narrative	inquiry	approach	was	particularly	useful	in	this	research	study,	as	it	‘assists	in	addressing	complexity	and	diversity	of	life	systems—particularly	in	facilitating	an	understanding	of	the	intersection	between	culture,	person	and	change’	(Daiute	and	Lightfoot	2004,	vii).		Through	semi-structured,	open-ended	interviews	guided	by	a	narrative	inquiry	approach,	participants	were	able	to	reflect	on	and	share	their	various	career	transition	stories	in	a	manner	that	was	neither	too	structured	nor	deliberately	guided	by	the	researcher.	This	approach	maintained	the	integrity	of	the	data	collection	process,	which	is	particularly	important	for	an	‘insider	researcher’	(Costley,	Elliott	and	Gibbs	2010,	1).	An	insider	research	position	is	one	in	which	the	research	project	is	situated	within	the	researchers	own	area	of	work	practice	(Costley,	Elliott	and	Gibbs	2010,	2).		This	study	adopted	an	Informed	Grounded	Theory	approach	to	build	theory	around	the	career	challenges	and	transitions	of	Australian	female	stage	managers	(Thornberg	2011).	Traditional	Grounded	Theory	methodology	(Glaser	and	Strauss	1967)	is	distinct	from	other	research	methodologies	in	that	it	generates	theory	from	data.	Data	collection	and	analysis	therefore	lead	and	inform	the	literature	review,	which	is	not	undertaken	until	the	end	of	the	study,	the	rationale	being	to	avoid	leading	and	contaminating	the	data	as	it	emerges	(Glaser	and	Strauss	1967;	Glaser	1978;	1992;	1998;	2001;	2004;	2005;	2007).			Thornberg’s	Informed	Grounded	Theory	approach	deals	with	the	restrictive	nature	of	traditional	Grounded	Theory,	acknowledging	that	a	purist	interpretation	of	the	methodology	‘makes	it	impossible	for	researchers	to	conduct	studies	in	their	own	areas	of	expertise	which	appears	odd	and	counter-intuitive’	(2011,	244).	As	a	researcher	with	an	extensive	professional	background	and	prior	knowledge	in	the	research	field,	it	was	imperative	to	employ	a	research	methodology	that	recognised	the	‘embeddedness	of	the	researcher	within	an	historical,	ideological	and	socio-cultural	context’	(Thornberg	2011,	246).	Informed	Grounded	Theory	recognises	the	benefits	of	prior	knowledge	within	the	research	field	while	still	positing	the	traditional	Grounded	Theory	philosophy	of	data	
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emerging	in	an	organic,	uninfluenced	way.	Informed	Grounded	Theory	allows	the	researcher	to	(a)	be	aware	of	their	theoretical	knowledge	and	assumptions,	(b)	take	advantage	of	pre-existing	research	and	theories	to	enhance	their	theoretical	sensitivity,	(c)	remain	free,	open	and	data	sensitive,	and	(d)	avoid	forcing	pre-existing	theories,	concepts	or	assumptions	as	‘pet	codes’	or	non-fitting	irrelevant	codes	into	their	analysis.	By	being	informed,	the	researcher	not	only	situates	his	or	her	study	and	its	product	in	the	current	knowledge	base	of	the	field	but	will	also	contribute	to	it	by	extending,	challenging,	refining,	or	revising	it	(Thornberg	2011,	255).		Narrative	inquiry	approaches	and	Informed	Grounded	Theory	methodology	underpin	the	research	design	and	nature	of	the	interviews	that	were	used	as	the	primary	data	collection	tool	for	this	study.		
4.2.2 Position	of	the	Researcher	As	the	focus	of	this	study	was	in	the	researcher’s	own	field	of	professional	and	academic	practice,	it	was	important	to	be	cognisant,	throughout	the	project,	of	the	advantages	and	disadvantages	of	being	an	‘insider	researcher’	(Costley,	Elliott	and	Gibbs	2010,	1).	One	of	the	benefits	of	this	position	is	the	potential	to	contribute	to	the	field	in	which	the	researcher	has	a	variety	of	professional	and	personal	interests	(Costley,	Elliott,	and	Gibbs	2010,	4).	In	this	study,	the	researcher’s	familiarity	with	the	profession	provided	an	intimate	understanding	of	the	questions	being	explored.	Familiarity	with	the	participants	afforded	several	advantages	during	the	interview	process,	namely	an	ease	of	atmosphere	that	promoted	a	deeper	level	of	sharing	from	the	interviewees;	this,	in	turn,	led	to	richer	data	quality	(Bonner	and	Tolhurst	2002).	However,	this	level	of	insider	understanding	demanded	that	the	research	design	and	methodology	be	robust	and	defendable	in	order	to	counterbalance	the	potential	for	lack	of	objectivity	and	bias	during	the	research	process	(Costley,	Elliott,	and	Gibbs	2010,	2).	This	approach	necessitated	an	ongoing	obligation	to	observe	the	ethical	considerations	associated	with	such	a	research	position.	Ensuring	a	strong	research	design,	vetting	the	interview	instrument	with	a	number	of	impartial	parties	and	remaining	mindful	of	the	potential	for	bias	helped	avoid	lack	of	objectivity.	
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4.3 Data	Collection	
4.3.1 Interviews	The	original	intention	was	to	conduct	semi-structured,	open-ended	interviews	with	15–20	participants	that	fitted	the	prescribed	demographic	and	professional	profile:	practising,	not	currently	practising	and	no	longer	practising	Australian	professional	female	stage	managers	between	the	ages	of	26–45.	However,	it	became	clear	during	the	early	stages	of	the	interviewing	process	that	due	to	the	homogeneity	of	the	target	group,	fewer	participants	were	necessary	to	reach	data	saturation	and	produce	a	relatively	exhaustive	dataset	in	fewer	interviews	than	anticipated	(Guest,	Bunce	and	Johnson	2006,	79).	As	a	result,	a	total	of	nine	interviews	were	conducted.	The	research	aim	was	to	characterise	the	career	development	and	transition	experiences	of	this	target	group,	and	when	the	research	purpose	‘is	to	understand	common	perceptions	and	experiences	among	a	group	of	relatively	homogeneous	individuals’, a	small	number	of	study	participants	is	equally	as	effective	in	achieving	the	objectives	(Guest,	Bunce	and	Johnson	2006,	79). 	
4.3.2 Sampling	and	Recruitment	Participants	were	recruited	through	professional	Australian	stage	management	networks.	In	the	first	instance,	the	researcher	made	over	30	approaches	to	potential	interviewees	who	fit	the	prescribed	study	participant	demographics.	Final	participants	agreed	to	be	interviewed,	and	were	able	to	participate	in	the	data	collection	process	within	the	study	timeframes.	They	were	all	initially	approached	via	email	(Appendix	6)	to	ascertain	interest	in	participating	and	were	given	an	informal	brief	on	the	project	aims	and	processes.	Once	potential	participants	had	expressed	interest	in	taking	part,	they	were	provided	with	all	relevant	formal	paperwork,	including	the	Participant	Information	Sheet	(Appendix	7)	and	Interview	Consent	Form	(Appendix	8),	as	approved	by	the	Queensland	University	of	Technology	(QUT)	Ethics	Committee.	Once	written	consent	was	obtained,	arrangements	were	made	to	conduct	each	interview.		The	interviewees	were	selected	according	to	a	prescribed	set	of	professional	and	demographic	criteria.	As	discussed	in	Chapter	1,	existing	data	indicates	that	the	stage	
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management	profession	in	Australia	is	dominated	by	women	under	the	age	of	40	(ABS	2012);	therefore,	a	key	demographic	criterion	was	that	study	participants	be	aged	between	26	and	45.	The	‘professional’	criterion	was	defined	as	someone	having	a	minimum	of	five	years’	sustained	practice	within	the	professional	performing	arts	and	live	entertainment	industry,	or	holding	a	relevant	tertiary	qualification	in	the	field.	It	was	established	that	either	criterion	constituted	‘professional’	practice	in	order	to	enable	participants	with	either	a	specialised	tertiary	qualification	but	fewer	than	five	years	of	professional	practice,	
or	participants	with	greater	than	five	years	of	professional	practice	but	no	formal	tertiary	qualification,	to	participate	in	the	study.	This	criterion	was	necessary	as	the	study	was	only	concerned	with	individuals	who	could	be	considered	either	currently	or	previously	a	professional	stage	manager,	as	distinct	from	hobbyist	stage	managers	servicing	the	community	and	amateur	theatre	sector.		
4.3.3 Interview	Process	The	interviews	were	conducted	over	a	two-week	period	from	11	to	23	July	2016.	Five	interviews	were	conducted	in	person	and	four	via	Skype	to	accommodate	the	participants’	current	geographical	locations.	All	in-person	interviews	took	place	at	QUT	Kelvin	Grove	in	building	Z9	(Creative	Industries	Precinct)	in	various	private	meeting	rooms.	The	Skype	interviews	enabled	two	interstate	interviewees,	an	interviewee	currently	residing	overseas	and	a	participant	on	tour	in	regional	Australia	to	take	part	in	the	study.	For	all	Skype	interviews,	the	researcher	was	located	at	QUT	Kelvin	Grove	in	building	Z9	in	a	private	meeting	room,	with	participants	located	either	in	their	own	homes	or	private	hotel	rooms.		Prescribed	demographic,	educational	and	professional	sampling	criteria	gave	the	sample	group	stability,	while	the	uniqueness	of	each	individual’s	career	experience	provided	enough	variables	to	ensure	the	thematic	data	that	emerged	during	the	interview	process	was	robust.	The	interviews	were	audio-recorded	on	two	devices	and	were	transcribed	at	the	conclusion	of	the	interview	process.		The	interviews	were	semi-structured,	which	allowed	a	conversational	rapport	to	develop	between	the	researcher	and	the	interviewees—this	promoted	a	greater	depth	of	sharing.	
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Semi-structured	interviews	allow	space	to	‘understand	the	experiences,	attitudes,	values,	and	processes’	of	study	participants	(Rowley	2012,	262).	Ultimately,	each	interview	was	a	‘conversation	between	equals’	(Taylor	and	Bogdan	1984,	88).	
	
4.3.4 Ethical	Considerations	The	QUT	Ethics	Committee	approved	the	research	project	and	its	design.	Due	to	the	sensitive	nature	of	the	interviews,	a	major	ethical	consideration	was	the	assurance	of	confidentiality.	This	was	partly	due	to	participant	concerns	regarding	their	professional	reputation	and	standing,	but	there	were	also	considerations	about	other	individuals	and	organisations	named	in	the	interviews.	Confidence	and	discretion	are	central	aspects	of	being	a	stage	manager;	they	often	have	unprecedented	access	to	and	knowledge	of	the	personal	and	professional	circumstances	of	the	often	high-profile	organisations	and	individuals	with	whom	they	work	closely.	Thus,	the	interviewees	were	de-identified	within	the	results	and	discussion	component	of	this	thesis,	as	were	any	other	individual	or	organisation	identified	in	the	interview	process.		
4.3.5 Interview	Question	Development	The	literature	review	was	used	to	inform	the	development	of	the	interview	questions.	Although	the	interviews	were	semi-structured,	and	it	was	expected	and	accepted	that	they	would	be	conversational	in	nature,	it	was	important	for	the	researcher	to	have	a	clear	interview	outline	and	structure	to	ensure	that	the	overriding	research	question	and	study	aims	were	being	addressed.	As	discussed	in	Chapter	5,	there	were	also	a	range	of	current	transitional	stages	represented	among	the	sample	group,	so	a	number	of	alternative	questions	had	to	be	formulated	to	account	for	each	participant’s	particular	situation.	The	full	interview	instrument	is	available	in	Appendix	9.		Questions	were	developed	directly	in	relation	to	existing	theory	explored	in	the	literature	review.	They	sought	responses	about	early-career	motivations,	career	rewards	and	dissatisfactions,	career	decision-making	and	planning,	career	development,	career	opportunities	and	challenges,	career	longevity	and	sustainability	and	career	transitions	and	exits.	Questions	relating	to	career	decision-making,	occupational	choice	and	career	exits	
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were	aimed	at	understanding	these	experiences	and	how	the	interviewees’	work	rewards	‘wax	and	wane’	(Super	1980,	288).	The	questions	also	aimed	to	discover	the	extent	to	which	stage	managers	see	their	work	as	an	implementation	of	self-concept	(Super,	1980;	Savickas,	2002),	and	how	changing	that	self-concept	might	inform	career	transitions	for	Australian	female	stage	managers.			The	researcher	asked	interviewees	to	explain	their	educational	and	professional	history	in	order	to	understand	the	overriding	career	construct	for	stage	managers,	and	how	this	construct	is	best	reflected	in	the	protean	career	paradigm	(Hall,	1976).	Informed	by	occupational	transition	theory	(Rudisill	et	al.	2010;	Brewington	et	al.	2004;	Gallo	et	al.	2000;	Jahoda	1982),	questions	about	transition	experiences	were	aimed	at	understanding	the	participant’s	psychological	and	emotional	responses	during	these	periods.	Hakim’s	preference	theory	(2006),	which	defines	‘greedy	occupations’	(2006,	279)	and	argues	that	some	professions	are	inherently	unable	to	be	‘domesticated’	(2006,	279),	informed	questions	relating	to	specific	professional	challenges	for	women	in	stage	management	and	their	career	sustainability.		Extant	research	on	performing	arts	careers	(Jackson	1996;	Bennett	2007,	Bennett	2009;	Throsby	and	Zednik	2010;	Jeffri	and	Throsby	2004;	Maxwell,	Seton	and	Szabo	2015),	and	international	research	on	stage	management	careers	(University	of	Iowa	2010),	informed	questions	that	probed	for	specific	career	development	challenges.	These	studies	further	shaped	questions	regarding	the	available	social	support	structures.		A	pilot	interview	was	conducted,	and	the	researcher	made	further	refinements	to	the	interview	instrument,	specifically	probing	for	greater	detail	about	available	social	and	organisational	support	structures	during	times	of	transition	and	change.	Once	all	the	interviews	were	completed,	they	were	transcribed	and	further	checked	by	the	interviewer	for	transcription	accuracy.	
	
	44	
4.4 Data	Analysis	At	its	most	fundamental,	Grounded	Theory	methodology	provokes	the	researcher	to	ask,	‘What	is	happening	here?’	(Glaser	1978).	Once	the	interviews	were	transcribed,	the	data	analysis	required	a	systematic	and	methodical	approach,	and	a	qualitative	coding	approach	was	employed:	thematic	analysis	using	Grounded	Theory	(Charmaz	2006).	Interviewees	were	each	given	a	pseudonym,	in	keeping	with	the	ethical	considerations	regarding	participant	anonymity.	In	addition,	any	other	individual	or	organisations	that	were	named	in	the	interviews	were	de-identified.	The	first	step	was	to	create	an	initial	table	and	sort	the	data	into	open	codes	as	they	related	to	the	research	question.	This	process	involved	reading	the	interview	transcripts	and	identifying	open	codes	that	related	to	the	research	question,	including	examples	of	each	participant’s	words	as	they	related	to	each	code	(a	reduced	version	of	this	table	can	be	found	in	the	following	chapter).	In	order	to	ensure	the	anonymity	of	the	participants	and	any	other	parties	mentioned	in	the	interviews,	full	transcripts	have	not	been	included	in	this	thesis;	however,	the	original	open	coding	table	with	much	fuller	examples	of	the	verbatim	text	transcribed	from	the	interviews	can	be	found	in	Appendix	10.			The	next	step	in	the	analysis	process	was	to	identify	common	themes	and	connections	between	the	open	codes	and	group	them	accordingly	under	axial	codes	(Strauss	and	Corbin	1990;	Strauss	1987;	Charmaz	2006),	the	purpose	being	to	identify	relationships	and	develop	categories	for	the	data.	This	table	can	be	found	in	Chapter	5.	This	process	enabled	the	data	to	be	further	sorted	in	order	to	build	theory.	The	results	of	this	process	also	shape	the	structure	of	the	following	chapter,	which	presents	the	research	findings.	Finally,	a	selective	or	theoretical	code	(Glaser	1978,	2;	Charmaz	2006,	63)	was	developed	to	articulate	the	final,	single	theory	that	ultimately	emerged	from	all	the	data.			
4.5 Chapter	Summary	This	research	study	employed	both	a	narrative	inquiry	approach	and	Informed	Grounded	Theory	methodology	to	achieve	the	research	aims	and	answer	the	broader	research	question.	Informed	Grounded	Theory	enabled	the	literature	review	to	be	undertaken	prior	to	the	data	collection;	the	review	was	used	to	formulate	a	series	of	questions	for	semi-
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structured	interviews	with	practising	and	non-practising	Australian	female	stage	managers.	This	technique	was	employed	to	undertake	a	deeper	investigation	into	the	specific	phenomena	indicated	by	current	census	data.	By	employing	qualitative	methods	to	explore	and	characterise	the	career	development	and	transitions	of	this	professional	group,	it	was	anticipated	that	the	group’s	career	development	challenges	would	be	better	understood.	The	following	chapter	provides	the	results	of	the	research	findings.	
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5. Interview	Results	and	Analysis	
	
5.1 Chapter	Overview	Semi-structured	interviews	with	nine	professional	Australian	female	stage	managers	were	conducted	in	order	to	characterise	this	group’s	career	development	challenges	and	establish	work	motivations	and	rewards.	The	objective	of	this	data	collection	was	to	determine	any	recurrent	themes	in	these	challenges	that	might	be	prompting	premature	career	transitions	and	exits	as	indicated	by	census	data.	The	questions	posed	to	the	interviewees	focused	on	career	entry	motivations,	career	decision-making,	career	planning,	job	opportunities,	advantages	and	rewards,	job	and	career	challenges,	support	structures,	career	transitions	and	exits	and	career	sustainability.		This	chapter	provides	the	interview	process	and	findings.	It	begins	with	an	outline	of	the	interviewees’	demographic	profiles	and	describes	the	data	collection	and	analysis	process.	The	remainder	of	the	chapter	summarises	the	findings	according	to	the	categories	that	emerged	during	the	analysis	phase.	Section	5.3	explores	career	motivations	and	internal	psychological	influences	that	inform	career	decision-making	for	Australian	female	stage	managers.	Section	5.4	discusses	the	role’s	influences	and	stressors,	and	section	5.5	further	investigates	the	challenges	encountered	in	the	day-to-day	execution	of	the	job.	Section	5.6	investigates	issues	around	employment	precarity	and	instability,	and	section	5.7	explores	the	external	factors	that	limit	career	development.	Section	5.8	examines	the	role	of	social	support	systems	in	stage	management	career	sustainability,	and	section	5.9	presents	the	incumbent	lifestyle	factors	associated	with	a	career	in	stage	management.	Possibilities	and	opportunities	for	those	in	the	profession	are	explored	in	Section	5.10,	and	Section	5.11	concludes	this	chapter.	
	
5.2 The	Interviewees	All	interview	participants	were	Australian	citizens	and	were	of	Anglo	descent.	They	all	held	a	bachelor	of	arts	or	a	bachelor	of	fine	arts,	with	a	formal	major	or	self-directed	specialisation	in	stage	management,	from	an	Australian	university.	The	years	in	which	the	
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participants	graduated	and	entered	the	workforce	ranged	from	2000–2013.	The	youngest	interviewee	was	26	and	the	oldest	was	37.	All	genres	of	live	performance	as	outlined	by	the	
Ticket	Attendance	and	Revenue	Survey	2015	(LPA	2016)	were	represented	in	each	interviewee’s	professional	experiences.	These	include	ballet	and	dance,	children’s	and	family,	circus	and	physical	theatre,	classical	music,	comedy,	contemporary	music,	festivals	(multi-category	and	single	category),	musical	theatre,	opera,	special	events	and	theatre.	
	All	participants	had	a	sustained	level	of	professional	practice	across	no	less	than	three	of	the	above	outlined	performing	arts	specialisations.	Although	some	interviewees	had	experienced	periods	of	full-time	employment	within	their	career,	all	characterised	their	career	experiences	as	primarily	freelance.	Participants	had	worked	across	both	the	commercial	and	subsidised	performance	sectors;	all	had	extensive	national	touring	experience,	and	more	than	half	had	extensive	international	professional	experience.	Eight	of	the	participants	were	based	in	major	Australian	capital	cities	and	one	resided	overseas	at	the	time	of	the	interview	and	is	still	an	Australian	citizen.	The	interviewees’	combined	professional	profiles	represented	extensive	employment	with	the	majority	of	Australia’s	peak	performing	arts	companies—part	of	the	Australian	Major	Performing	Arts	Group	(AMPAG)	(2016)—as	well	as	a	range	of	organisations	and	venues.		The	sample	group	also	represented	varied	career	transition	experiences:	1) currently	practicing	and	not	considering	a	career	transition	2) currently	practicing	and	considering	a	career	transition	3) currently	undertaking	a	career	transition	4) undergone	and	completed	a	career	transition.		Table	5.1	lists	the	interviewees	and	their	ascribed	pseudonym,	age	and	identified	career	stage.	
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Table	5.1	Career	Transition	Stage	of	Interviewees	
Pseudonym	 Age	
Career	
transition	stage	Alice	Turner		 29	 1	Amelia	Walton	 26	 4	Annabel	Jackson	 35	 4	Hillary	Green	 35	 4	Isabel	Barton	 30	 2	Mary	Stein	 34	 2	Nora	Rayner	 36	 2	Simone	Johnson	 35	 4	Stella	Martin	 37	 3		As	outlined	in	Chapter	4,	a	qualitative	coding	approach	was	used	to	systematically	sort	the	data	(Charmaz	2006,	43).	The	first	step	was	to	create	an	initial	table	and	sort	the	data	into	open	codes	as	it	related	to	the	research	question.	Table	5.2	offers	a	reduced	example	of	the	open	codes;	Appendix	10	provides	the	full	open	coding	table	with	detailed	transcriptions.	
	
Table	5.2	Open	Coding	Table	
RQ—What	are	the	career	development	challenges	that	Australian	female	stage	managers	face?	
Open	code	 Properties	 Examples	of	participants’	
words	Work‒life	balance	 The	time	and	emotional	commitment	required	in	the	role	leads	to	a	lack	of	work‒life	balance.	This	leads	to	resentment	and	feelings	of	‘missing	out’.	
Lack	of	work‒life	balance;	missing	out	on	a	regular	life;	done	nothing	else	except	sleep	and	work;	self-sacrifice	Toll	on	physical	health	 The	role	takes	a	toll	on	physical	health	due	to	being	time	poor	and	poor	self-care	 physical	exhaustion;	unhealthy;	show	must	go	on	Lack	of	organisational	support	and	loyalty	 Organisations	do	not	demonstrate	professional	loyalty	or	support	their	stage	managers	when	required	
put	your	life	and	soul	into	it	but	can’t	do	that	expecting	anything	back;	it’s	a	money	game;	lack	of	support;	no	support;	no	one	is	
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ultimately	going	to	have	your	back;	couldn’t	speak	out,	was	going	to	lose	my	job	Long	hours	and	irregular	hours	 Long	and	irregular	hours	contribute	to	poor	health,	physical	and	mental	fatigue	poor	and	work‒life	balance	
isolation;	lack	of	sleep;	the	hours,	the	days,	the	time	
Identity	 Stage	managers	have	a	strong	emotional	connection	to	their	work	and	see	the	role	as	part	of	their	identity	
confidence;	community;	family;	affinity;	fitting	in;	protection;	friendships	Accelerated	career	development	 Stage	managers	progress	rapidly	within	the	profession	and	reach	the	top	of	their	field	quickly	and	at	a	young	age	
frustrated;	bored;	more	expected	from	you	
Touring	and	travel	 Periods	of	touring	and	travel	lead	to	isolation	and	poor	self-care	 fried	food,	alcohol	and	isolation	Placed	pressure	on	relationships	 The	emotional	and	time	commitment	required	in	the	role	places	pressure	on	personal	relationships	
I	don’t	think	he	loves	the	industry	I	work	in;	takes	its	toll	
Addiction	 Stage	managers	can	demonstrate	addictive	qualities	when	it	comes	to	their	work	
love;	adrenaline;	‘my	drug’;	‘mob-like’;	“just	one	last	gig”;	a	thing	that	ignites;	thrill	Low	career	planning	and	self-management	 Stage	managers	generally	do	not	have	long-term	career	or	transition	plans	 long-term	career	prospects,	unsustainable;	not	viable	long	term;	building	a	reputation;	never	had	any	plan;	should	have	been	smarter		Organisational	politics	 Stage	managers	are	at	the	mercy	of	organisational	politics	not	directly	related	to	the	show	
understaffed	and	overcommitted	to	provide;	too	occupied,	preoccupied	with	the	day-to-day	administration	of	theatre	to	really	care	what’s	actually	happening	in	the	rehearsal	room;	no	support;	is	a	lot	of	politics	particularly	the	bigger	the	organisation,	the	bigger	the	juggernaut	that	you	are	dealing	with	
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Managing	competing	agendas	 Stage	managers	are	required	to	manage	and	control	competing	agendas	within	the	artistic	process	
don’t	comprehend	what	is	required	of	different	departments	
Sexism	and	gender	discrimination	 Female	stage	managers	experience	sexism	and	prejudice	related	to	their	gender		 problems	taking	direction	or	advice	from	a	female;	male,	all-boys	club	Toll	on	mental	health	 The	isolation	experienced	by	those	in	the	role	had	mental	health	implications	 lonely;	absorb	the	stress	that	comes	with	the	creative	process;	mentally	quite	severe	and	quite	dangerous;		Burnout	 Performing	at	such	a	high	level	for	sustained	periods	of	time	eventually	leads	to	burnout	
job-to-job;	lack	of	breaks;	keeping	something	of	yourself	at	the	end	of	the	day;	completely	drained;	so	tired	and	completely	burned	out;	the	love	wears	out;	exhausting	the	older	you	get	and	more	is	required	of	you;	put	themselves	through	hell	for	entertainment’s	sake	Niche	and	vocational	in	nature	 Stage	managers	connect	with	the	profession	very	early	in	life	and	are	very	single-minded	in	their	focus		
lucky	to	be	focused	from	such	a	young	age;	specialised	career	path	clear	and	easy	to	follow;	focus;	this	is	exactly	what	I	want	to	do;	I	always	knew	what	I	wanted	to	do;	I	followed	it,	I	pursued	it,	I	excelled	it	in	my	own	mind	and	now	it’s	like,	‘What’s	left?’	Poor	remuneration	 Remuneration	for	the	role	is	disproportionate	to	the	responsibility	and	expectations	
money	is	terrible	for	the	expectation;	paid	so	poorly	
Choosing	between	career	opportunities	 Stage	managers	are	constantly	having	to	manage	their	work	lives	and	are	often	offered	competing	opportunities.	This	leads	to	stress	around	career	decision-making	
‘sliding	doors’;	get	offered	another	opportunity	
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Lack	of	support	outside—loss	of	interpersonal	connections	
Emotional	and	time	commitment	leads	to	loss	of	interpersonal	connections	and	no	development	of	interests	or	hobbies	external	to	the	industry	
too	exhausted	at	the	end	of	the	day	for	myself,	let	alone	a	partner,	or	a	friend,	or	children;	how	much	of	a	life	is	that	really?;	no	outside	interests	Lack	of	understanding	of	the	role	within	organisational	management	
The	role	is	poorly	understood	within	organisations.	This	leads	to	it	being	undervalued	and	under-supported.	
Don’t	value	the	role;	never	realised	what	a	stage	manager	could	actually	do;	didn’t	know	what	your	job	was	Lack	of	recognition	and	value	 The	contribution	of	the	stage	manager	within	the	creative	process	is	not	explicit	and	is	therefore	not	recognised	or	valued	
not	getting	the	accolades	you	deserve	when	you’ve	gone	above	and	beyond;	thankless	Expectations	of	others	 People	have	unrealistic	expectations	of	those	within	the	role	 a	culture	of	intolerance	of	stage	managers	asking	anything	for	themselves;	OK	to	unload	as	a	stage	manager	because	it’s	part	of	their	job;	at	everyone’s	beck	and	call;	required	to	be	the	happiest	person	in	the	room	Care-giving	 The	role	is	understood	to	be	one	of	nurturing	and	care-giving	and	therefore	maternal	in	nature;	this	leads	to	unrealistic	professional	expectations	
maternal	role;	mum	role;	nurturing	role	
No	flexibility	around	children	 The	role	and	its	commitment	provide	no	flexibility	to	respond	to	the	unpredictability	of	domestic	life	
no	flexibility	around	children;	not	conducive	because	of	the	nature	of	the	performance	schedule		Irregular	and	fluctuating	income	instability	of	long-term	finances	
Stage	managers	make	career	decisions	that	are	reactive	rather	than	strategic.	This	leads	to	poor	long-term	career	and	financial	planning	
chasing	the	work;	freelancing	is	just	constant	vigilance;	no	guarantee;	lack	of	continuity	of	work	Career	motivation	 Stage	managers	experience	strong	psychological	and	emotional	connections	and	rewards	from	their	work	
belonging;	connection;	like-minded	people;	dealing	with	people;	coming	together	as	a	group;	creative	process;	journey	with	others;	feeling	inspired;	intellectual	engagement;	reward	
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	The	next	step	in	the	analysis	process	was	to	identify	common	themes	and	connections	between	the	open	codes	and	group	them	accordingly	under	axial	codes	(Strauss	and	Corbin	1990;	1998;	Strauss	1987;	Charmaz	2006)	to	identify	relationships	and	develop	data	categories.	Finally,	a	selective	or	theoretical	code	(Glaser	1978,	2;	Charmaz	2006,	63)	was	developed	to	articulate	the	final,	single	theory	that	ultimately	emerged	from	all	the	data.			
Table	5.3	Axial	and	Selective	Coding	Table	
RQ—What	are	the	career	development	challenges	that	Australian	female	stage	managers	face?	
Open	code	 Axial	code	 Selective	code	Niche	and	vocational	in	nature	 Career	motivation	and	psychology	 Internal	and	external	career	development	challenges	compound	and	diminish	career	rewards,	forcing	premature	mid-career	exits		
Addiction	Motivation	Identity	Organisational	politics	 Role	stress	Managing	competing	agendas	Sexism	and	gender	discrimination	Care-giving		
Poorly	defined	role	 The	role	is	poorly	defined	and	therefore	expectations	and	responsibilities	vary	extensively	from	engagement	to	engagement	
get	the	job	done;	catch-all	role	
Responsibility	 Stage	managers	assume	a	huge	amount	of	responsibility	within	the	process	 higher	expectations	with	more	experience;	the	older	you	get	the	more	is	expected	from	you	Being	treated	badly	by	others	in	the	production	process	
Stage	managers	are	frequently	treated	badly	by	others	within	the	process	 demands	of	others;	not	being	treated	well;	being	the	person	other	people	take	their	stress	out	on;	emotional	baggage	of	others;	thoughts	and	ideas	not	valued;	demoralising	
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Lack	of	understanding	of	the	role	within	organisational	management	 	
	
Responsibility	 Job	stress	Poorly	defined	role	Being	treated	badly	Expectations	of	others	Lack	of	recognition	and	value	Poor	remuneration	 Precarity	Irregular	employment	patterns	and	fluctuating	income		Choosing	between	career	opportunities	Accelerated	career	development	 Career	limitations	Low	career	planning	and	self-management	Lack	of	organisational	support	 Social	support	systems	Lack	of	support	outside—loss	of	interpersonal	connections	Lack	of	mentoring	opportunities	Work‒life	balance	 Lifestyle	Touring	and	travel	Long	and	irregular	hours		Burnout	Toll	on	mental	health	Toll	on	physical	health	No	flexibility	around	children	Pressure	on	personal	relationships		
5.3 Career	Motivators	and	Psychology	Participants	were	asked	a	series	of	questions	regarding	their	initial	career	decision-making	and	motivations.	What	emerged	in	the	responses	was	a	deep	emotional	connection	to	the	
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work	and	strong	internal	motivations	in	relation	to	career	decision-making.	No	respondents	cited	financial,	strategic	or	status	motivators	in	their	career	choices	and	movements.	One	of	the	questions	posed	to	all	interviewees	was,	‘What	is	the	best	thing	about	being	a	stage	manager?’.	While	not	directly	related	to	the	overall	research	question	and	study	purpose,	it	was	identified	as	important	to	establish	and	characterise	early-career	motivations	and	work	rewards	to	understand	the	complexity	of	the	ongoing	career	development	and	transition	experience.	Responses	related	to	either	direct	work	rewards	related	to	the	nature	of	live	performance	making	and	the	work	of	the	stage	manager	within	that	process,	or	to	individual	psychological	rewards	stage	managers	derive	from	the	role.	Of	particular	note	is	the	frequency	with	which	the	collaborative	nature	of	performance	making	featured	and	the	resultant	emotional	rewards	cited	by	the	participants.	Table	5.4	gives	the	full	list	of	responses.		
Table	5.4	What	is	the	Best	Thing	About	Being	a	Stage	Manager?	Response	Examples	Challenge	 Challenging	Communicating	Control	Having	to	be	adaptable	Measureable	outcomes	for	hard	work	Multitasking	Process	to	product	Solving	problems	Creative	and	Intellectual	 Being	inspired	Creativity		Discovering		Experiences	Experimenting		Idea	to	reality	Intellectual	engagement	The	rehearsal	room	and	process		Translation	between	imagination	and	what	is	practical	Uniqueness	Unrepeatability	of	live	performance	Variety	Watching	the	show	come	together			
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Social	 Belonging	Camaraderie	Close	bonds	Collaboration	Coming	together	as	a	group	Community		Connection	Dealing	with	people	Journey	with	others	Like-minded	people	People		Shared	experience	Sharing	ideas	Teamwork		The	majority	of	respondents	cited	a	particular	experience,	usually	in	late	adolescence,	that	led	to	a	focused	and	deliberate	decision	to	enter	the	profession.			Stella	Martin	discussed	being	introduced	to	stage	management	as	a	legitimate	career	in	her	late	adolescence:		I	had	that	focus,	which	I	was	very	lucky	that	I	had	that	focus,	because	then	I	kind	of	went,	‘Well	that’s	what	I	want	to	do’,	and	because	it	was	such	a	specialised	thing	and	it	was	very	easy	to	follow.	Simone	Johnson	relayed	a	similar	experience:	[A	commercial	musical	production]	asked	me	if	I	would	be	interested	in	going	and	doing	the	day’s	work	experience	with	them.	I	said,	‘Sure’,	having	no	idea	what	I	was	getting	myself	into,	I	didn’t	really	even	know	what	a	stage	manager	was	at	the	time.	So	I	went	along	and	spent	a	day	with	the	stage	management	team	on	[a	musical]	and	just	immediately	thought	this	is	exactly	what	I	want	to	do…	I	was	16.	I	just	felt	I	associated	with	the	people,	with	the	stage	managers…	and	they	just	took	me	in	and	they	introduced	me	to	all	the	cast	on	the	stage	but	I	was	standing	with	them.	Like	I	was	standing	with	the	people	dressed	in	black	and	I	was	dressed	in	black	and	I	felt	a	little	affinity	with	them	and	I	was	like,	‘Wow’.	Whereas	before	because	I	was	doing	dancing	and	musicals	at	school	…	and	I	was	performing	I	never	really	felt	like	I	fit	
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into	that.	Then	I	was	standing	there	with	those	guys	and	I	felt	…	protected	and	part	of	it.		The	majority	of	interviewees	shared	similar	experiences.	Many	came	to	stage	management	from	a	dance	or	drama	background	and	reported	a	moment	of	‘discovery’	of	the	profession	at	a	young	age.	Three	of	the	respondents	reported	finding	the	profession	in	their	early	to	mid-20s	and	walking	away	from	current	study	or	established	careers	in	other	fields	to	pursue	a	career	in	stage	management.		What	emerged	from	the	data	is	an	overall	sense	of	vocation,	for	all	participants,	in	relation	to	their	career	choice.	Community,	camaraderie	and	family	surfaced	repeatedly	in	the	responses.	Simone	Johnson	said,	‘I	think	that's	really	when,	for	me,	I	found	my	people.	And	I	felt	like	I	really,	actually	fitted	in	for	the	first	time,	in	a	long	time’.	Hillary	Green	echoed	this	sentiment:		It’s	a	community	…	the	sense	of	family	…	no	one	understands	me	better	than	when	I'm	in	the	theatre	environment	...	I	think	it's	a	very	certain	sense	of	humour.	It’s	a	shared	knowledge.	It's	a	shared	language…	there's	a	bit	of	gallows	humour	that's	part	of	it—the	hardship,	the	kind	of	rallying	together,	putting	something	on	against	all	…	odds.		Some	interviewees	made	a	link	between	their	career	and	their	identity.	Simone	Johnson	noted,	‘that	is	your	identity	...	what	am	I	if	I'm	not	a	stage	manager?’.	Hillary	Green	also	reported,	‘Well,	I	still	feel	like	maybe	sometimes	I	am	a	stage	manager	like—it’s	not	something	I	do	all	the	time,	it’s	not	my	[current]	profession.	But	it	is	something	that	I	am’.			Some	respondents	mentioned	addictive	qualities	in	relation	to	their	work—the	words	‘love’,	‘passion’,	‘thrill’,	‘high’,	‘adrenaline’	and	‘rush’	featured	in	multiple	responses	to	questions	about	work	rewards.	Several	participants	indicated	that	connection	to	their	work	leads	to	complex	emotions	while	either	contemplating	or	enacting	a	transition	from	the	profession.	When	asked	why	considering	a	move	away	from	stage	management	was	difficult,	Isabel	Barton	responded,		
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Because	I'll	miss	it	and	I	just	don’t	think	that	there	is	any	other	job	like	it.	I	think	there	are	obviously	other	great	jobs	out	there	and	jobs	that	I	think	I'd	enjoy	doing	but	there's	nothing	like	the	thrill	of	it	like	when	you	get	to	opening	a	show	and	you	just	know	that	everyone	around	you	has	put	their	heart	and	soul	into	it	and	worked	a	million	hours	to	get	it	up.	You	can't	get	that	kind	of	satisfaction	in	other	jobs.			Stella	Martin	captured	the	complex	process	of	career	transition:	The	problem	with	stage	management	is,	for	me,	I	have	always	said	that	it's	like	being	in	the	mob.	It's	like	just	one	last,	just	one	last	gig	...	This	will	be	my	last	one	and	then	I	will	get	serious	…	I	actually	love	it	to	be	honest	and	that's	my	problem	and	that's	why	I'm	at	this	crossroad	…	It	is	my	drug,	it’s	why	I	am	obsessed	with	it.		The	vocational	way	in	which	stage	managers	view	their	work,	their	strong	intrinsic	career	motivations	and	the	connection	they	make	between	work	and	identity	lead	some	stage	managers	to	engage	in	martyr-like	behaviour	during	the	course	of	their	work.	Several	participants	explicitly	discussed	‘martyring’	themselves	to	the	cause.			
5.4 Role	Stress	Participants	were	asked	to	characterise	the	influences	and	stressors	they	encountered	in	their	work.	Organisational	politics	and	lack	of	understanding	of	the	role	within	organisational	management,	sexism	and	gender	discrimination,	managing	competing	agendas,	the	role’s	care-giving	nature	and	lack	of	recognition	of	the	role	emerged	frequently	in	these	responses.			Participants	indicated	that	arts	and	entertainment	organisations,	like	all	large	organisations,	are	not	exempt	from	often-complex	internal	politics.	Some	cited	the	volatile	broader	funding	environment,	and	the	constant	reconciliation	of	creative	aspiration	with	practical	reality,	as	factors	that	adding	a	further	complicated	layer	to	the	working	environment.	As	the	conduit	between	these	two	competing	agendas,	the	larger	organisational	environment,	even	when	not	directly	related	to	the	actual	theatre-making	process,	often	affects	the	stage	manager’s	work.	This,	coupled	with	organisational	
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management’s	lack	of	understanding	of	their	role,	proved	to	be	a	repeated	frustration	experienced	by	a	number	of	participants.	Hillary	Green	described	companies	that	are	‘understaffed	and	overcommitted	to	provide’	and	as	‘too	occupied,	preoccupied	with	the	day-to-day	administration	of	theatre	to	really	care	what’s	happening	in	the	rehearsal	room’.	Stella	Martin	observed	that	in	arts	organisations,	there	is	‘a	lot	of	politics	particularly.	The	bigger	the	organisation,	the	bigger	the	juggernaut	you	are	dealing	with’.		Many	interviewees	commented	on	how	poorly	understood	the	stage	manager	role	is	in	a	broader	organisation,	particularly	upper	management.	This	causes	stage	managers	to	feel	undervalued	and	under-supported	(discussed	in	detail	in	sections	5.3	and	5.6).	Stella	Martin	recalled	a	conversation	she	had	with	the	general	manager	of	a	major	Australian	performing	arts	company:		I’ll	never	forget	[her]	saying	to	me	after	my	first	year	at	the	[company],	‘I	never	realised	what	a	stage	manager	could	actually	do’,	and	I	was	just	like,	‘You’re	the	general	manager	of	an	organisation	that	you	have	been	involved	with	for	10	years.	How	do	you	not	know	what	a	stage	manager	does?’.		Amelia	Walton	agreed:	‘I	think	it	surprises	me	more	and	more	the	amount	of	people	in	the	industry	who	just	don’t	actually	get	what	stage	managers	do.’			Several	of	the	interviewees	indicated	that	the	role,	and	its	value,	is	poorly	understood,	which	leads	to	a	lack	of	recognition.	While	those	entering	the	profession	expect	and	accept	that	this	is	an	inherent	part	of	the	job,	interviewees	frequently	reported	this	lack	of	acknowledgment	as	something	that	becomes	increasingly	trying	the	longer	they	remain	in	the	profession.	When	asked	about	the	challenges	of	a	career	in	stage	management,	Amelia	Walton	identified	that	it	was	difficult	‘sometimes,	not	getting	the	accolades	that	you	may	deserve	for	going	above	and	beyond	...	when	you	bust	your	absolute	ass	to	get	something	on	and	no	one	says	anything	about	it’.	Simone	Johnson	agreed:	‘So	I	think	that’s	a	big	thing	for	stage	managers	that	they	don’t	feel	valued	and	you	bust	your	nuts	to	get	it	done	and	what	do	you	get?’.	Isabel	Barton	felt	similarly:	‘It	can	be	pretty	thankless,	it’s	quite	rewarding	but	then	there’s	times	when	you’re	on	your	own	at	midnight,	washing	costumes	going,	“Why	am	I	here,	what	am	I	doing?”’	
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	Several	participants	referred	to	the	care-giving	nature	of	the	role	and	the	unrealistic	expectations	that	can	be	placed	on	stage	managers	in	a	professional	environment.	‘Mum-like’	and	‘maternal’	were	two	descriptions	used,	and	Alice	Turner	suggested	this	expectation	could	be	why	more	women	are	drawn	to	the	profession:	‘It’s	a	nurturing	role	[because]	you	are	there	to	basically	look	after	a	company	of	people.’	However,	this	maternal	expectation	was	articulated	by	a	number	of	participants	as	an	ongoing	source	of	irritation.	Stella	Martin	pointed	out,	The	other	thing	is	as	you	get	older,	you	just	don’t	want	to	put	up	with	the	crap	anymore	...	It’s	funny	how	everyone	says,	‘The	stage	manager	is	like	the	mum’	…	You	get	to	a	point	where	you	just	go,	‘You	people	are	all	adults.	You	all	got	yourselves	here	today—you’ve	got	yourself	dressed—you	have	children	of	your	own	that	you	managed	to	get	out	of	the	door—why	do	you	come	to	work	and	all	of	a	sudden	you	can’t	think	for	yourself	anymore?’.		Sexism	is	another	factor	that	causes	dissatisfaction	among	women	in	the	profession	and	the	study	participants.	Stage	managers	are	often	required	to	lead	predominately	male	teams,	and	being	young	and	female	in	this	role	presents	a	fresh	set	of	challenges.	Many	participants	reported	having	to	employ	specific	techniques	to	‘get	the	job	done’	while	being	actively	discriminated	against.	Speaking	of	working	on	a	recent	high-profile	outdoor	event,	Stella	Martin	described	the	fact	that	‘the	crew	just	didn’t	want	to	deal	with	me	because	I	was	a	woman’	as	a	major	obstacle	that	had	to	be	overcome.	Simone	Johnson	recalled	‘working	with	a	guy	in	Adelaide	who	was	the	head	flyman,	he	was	the	only	flyman	on	the	show	and	he	refused	to	speak	to	me.	[I	thought],	“This	is	going	to	be	interesting”’.	She	also	noted	the	difficulties	of	working	on	major	events:	‘They	don't	want	to	talk	to	you	because	you're	a	girl.	Even	though	you	are	the	person	in	charge	on-site	they	won’t	talk	to	you.’	Annabel	Jackson	recalled	an	instance	of	sexism	that	was	a	major	precipitator	to	her	complete	exit	from	the	profession:		That	same	day	I	had	it	out	with	one	the	technicians	who	was	being	an	absolute	sexist	pig	towards	me,	and	was	giving	me—I	think	he	was	teasing	me	because	I	was	
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wearing	a	plaid	shirt	and	there	was	some	kind	of	lesbian	joke	in	there	…	I	just	remember	that	was	a	real	moment	for	me,	just	going,	‘I'm	not	doing	this	anymore’.		Several	interviewees	characterised	sexism	as	an	issue	they	encountered	while	touring—trying	to	build	a	rapport	with	local	theatre	staff	and	establishing	professional	relationships	became	a	frequent	challenge.	They	also	outlined	the	strategies	some	female	stage	managers	employ	to	expedite	this	sometimes-fraught	process.	Relating	the	experiences	of	a	fellow	female	stage	manager	on	a	high-profile	international	tour,	Simone	Johnson	remembered:		She	[was]	trying	to	tell	them	what	to	do	and	they're	just	staring	at	her	like,	‘I’m	not	doing	what	you	say’.	Then	she	just	has	to	try	and	appeal	to	every	side	of	them	just	to	get	them	to	do	[the	job]	…	If	she	was	a	male	stage	manager	who	was	older	and	had	just	said,	‘It’s	not	good	enough	and	we	are	not	leaving	until	it’s	done’,	then	they	would	have	done	it.	No,	[she]	had	to	try	every	angle	just	to	even	get	them	to	listen	to	her.		Amelia	Walton	shared	similar	experiences	from	national	touring:	I've	seen	it	and	I've	experienced	it	in	terms	of	taking	direction	or	taking	advice	from	someone	who	is	female.	It	isn't	taken	to	very	well.	I	also	find	that	a	lot	of	women	that	I	work	with,	that	I've	watched,	have	strategies	in	that.	I	take	the	approach	that's	very	jovial	and	joking	and	getting	on	with	the	guys	and	you	earn	their	respect	and	do	that.	If	a	guy	was	to	walk	up	to	another	group	of	guys	and	give	direction,	they’d	take	it.	I	think	there	is	definitely	a	strategy	and	kind	of	a	rapport	building	that	needs	to	happen	before	some	male	crew	will	listen	to	some	female	stage	managers	…	I	find	major	state	venues	are	worse	than	regional	venues,	funnily	enough,	in	terms	of	culture.			
5.5 Job	Stress	Those	interviewed	presented	a	range	of	challenges	that	Australian	female	stage	managers	encounter	in	the	day-to-day	execution	of	their	duties	during	the	various	stages	of	the	production	process.	Some	of	these	challenges	include	having	to	assume	significant	responsibility;	a	general	performing	arts	industry	tolerance	of	inappropriate	behaviour;	
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the	role’s	poorly	defined	and	fluctuating	nature;	time,	resource	and	budgetary	constraints;	the	need	to	manage	competing	agendas	within	the	production	process;	and	the	lack	of	value	placed	on	the	role.			The	participants	noted	having	to	assume	significant	responsibility	as	a	particularly	vexing	issue.	The	more	experienced	a	stage	manager	becomes,	the	higher	profile	employment	opportunities	they	attract.	As	the	profile	of	these	engagements	increase,	so	do	the	stakes,	and	in	turn,	further	responsibility	is	placed	on	the	stage	manager’s	shoulders.	Simone	Johnson	recalled	working	for	a	number	of	prominent	productions	at	the	peak	of	her	career:		The	direct	result	of	that	is	that	everything	becomes	more	involved	and	there’s	higher	expectations,	there’s	more	paper	to	deal	with,	higher	profile	people	to	work	with.	There	were	a	few	points	in	there	that	made	me	think,	‘I	can’t	keep	doing	this’.			Many	participants	mentioned	the	pressure	that	comes	with	having	to	be	present	at	all	times.	Hillary	Green,	who	now	works	in	a	different	capacity	within	the	sector,	remarked	that	the	lack	of	this	expectation	this	was	one	of	the	biggest	advantages	of	her	current	role:		I	don't	have	to	ask	anyone,	I	will	tell	someone	that	I	will	be	somewhere	else,	but	I	don't	have	to	ask	anyone	or	feel	like	I’m	imposing	or	impeding	the	process	by	not	being	there	...	the	world	won’t	end.	The	show	will	still	happen.	Whereas	the	stage	manager	has	that	pressure	of	if	they	can't	call	the	show	that	night,	the	show	might	not	happen.			She	identified	the	constant	pressure	this	places	on	stage	managers,	which	is	‘always	lying	on	your	mind	rather	than	being	overt’,	and	illustrated	the	eventual	toll	this	can	take:	‘If	you're	already	an	anxious	person	that	stuff	really	wears	you	down.	Because	it's	always	there	and	anxious	people	make	quite	good	stage	managers—for	a	short	period	of	time.’		Another	interviewee	indicated	the	requirement	to	manage	competing	agendas	as	a	primary	job	stressor.	This	included	competing	agendas	within	the	broader	organisation,	competing	agendas	within	the	immediate	creative	process	and	competing	agendas	in	the	operational	delivery	of	the	final	production.	Stella	Martin	said,		
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It’s	managing	everybody's	desires	and	needs.	A	lot	of	crew	people	and	a	lot	of	artistic	people	just	don’t	comprehend	what	is	required	from	the	different	departments.	I	suppose,	in	a	lot	of	ways	that’s	really	when	that	pressure	point	can	come.		Poor	and	unclear	role	definition	featured	as	a	challenge	in	a	number	of	interviews.	Varying	expectations	regarding	actual	duties	from	engagement	to	engagement	was	noted,	as	was	the	‘catch-all’	nature	of	the	role	and	the	requirement	and	expectation	that	stage	managers	do	whatever	is	required	to	‘get	the	job	done’	or	‘get	the	show	on’.	Amelia	Walton	believed	that	‘80%	of	the	job	goes	unnoticed’,	and	Hillary	Green	commented,	‘I	think	because	stage	managers	have	been	infinitely	capable	and	predominately	female,	they've	taken	on	more	and	more	and	they’ve	taken	on	a	lot	more	responsibilities’.			Most	participants	indicated	the	increasing	and	unrealistic	expectations	of	stage	managers	within	the	larger	production	environment.	Hillary	Green	referred	to	‘a	culture	of	intolerance	to	stage	managers	asking	for	anything	for	themselves’,	and	Alice	Turner	discussed	the	problems	of	‘keeping	something	for	yourself	at	the	end	of	the	day	when	you	spend	your	entire	day	looking	after	other	people’.	Mary	Stein	indicated	the	‘expectation	that	you’re	at	everyone’s	beck	and	call	all	the	time’	as	a	notable	frustration.	Others	indicated	that	rules	and	guidelines	around	work	hours	and	conditions	are	often	not	observed	from	within	the	pressures	of	a	production	process.	According	to	Amelia	Walton,	I	think	lack	of	respect	is	a	big	one	…	In	my	department	at	the	moment,	we	obviously	run	heavily	with	rules	and	unions	and	LPA	…	but	they	seem	to	affect	everyone	but	the	crew	…	You	have	to	break	for	the	cast	at	this	point,	you	have	to	break	the	orchestra	now	or	they’re	in	overtime	…	I	feel,	particularly	the	stage	manager,	it’s	not	an	expectation	that	they’re	valued	enough	to	take	a	break.		In	considering	these	unrealistic	expectations,	Annabel	Jackson	concluded,		I've	often	thought	that	being	the	stage	manager	50%	of	the	job	is	personality	and	about	how	you	can	absorb	the	stress	that	comes	with	the	artistic	process,	and	that	we	all	know	that	the	stage	manager	has	to	be	the	calmest	person	in	the	room	and	
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can't	be	the	stressed	person	…	but	eventually	that	will	take	its	toll	…	you	actually	can't	be	that	person	all	the	time.			Many	commented	that	often	being	on	the	receiving	end	of	these	expectations	is	seen	as	an	inherent	part	of	stage	management.	Hillary	Green	stated,	‘It’s	just	kind	of	expected	that	you	will	be	the	person	that	lies	down	and	takes	it’,	and	Amelia	Walton	said,		I	think	that	some	casts	feel	that	they	can	unload	on	the	stage	manager,	whether	that	be	aggressively	or	verbally	or	otherwise.	If	you’re	rude	to	a	fellow	company	member	or	director	…	it’s	seen	as	a	bad	thing,	but	if	you	unload	onto	a	stage	manager,	it’s	part	of	their	job,	it’s	an	expectation.		Simone	Johnson,	who	has	also	now	moved	away	from	stage	management,	recalled	one	of	her	last	professional	engagements	on	a	high-profile	production	with	a	Tony	Award-winning	lighting	designer:	‘He	is	the	person	that	made	me	want	to	stop	being	a	stage	manager.’		Several	participants	provided	further	insight	into	this	expectation	by	citing	a	culture	that	privileges	the	creative	process	and	the	creative	personnel	within	the	wider	production	process	above	all	other	elements.	Annabel	Jackson	noted,	You	know	as	a	stage	manager,	if	you	turn	around	and	say	to	a	director,	‘You	can’t	talk	to	me	like	that.	You're	stressing	me	out’,	then	you're	going	to	get	a	reputation,	you're	not	going	to	get	a	job.	Or	you’re	going	to	be	told	to	shut	up	and	get	back	in	your	box.	I	have	brought	it	up	with	producers,	about	how	do	we	manage	this	to	protect	our	technical	teams,	and	to	be	honest,	a	lot	of	them	are	just	not	interested	in	it	because	what	they’re	concerned	about	is	the	work.	That’s	their	number	one	priority.	If	that’s	how	a	director	behaves	and	that	director	is	the	best	director	in	the	company,	that’s	their	process.	Even	if	it	comes	at	a	toll	of	people	being	treated	like	crap.	I	think	that	is	part	of	the	stepping	stones	as	to	why	stage	managers	are	leaving	once	they	get	to	the	early	30s.		Interviewees’	responses	indicate	that	being	on	the	receiving	end	of	this	behaviour	can	take	a	toll	on	mental	health,	and	that	stage	managers	receive	little	to	no	support	from	within	
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organisational	management	(two	factors	discussed	in	detail	in	sections	5.7	and	5.8,	respectively).	Hillary	Green	described	theatre	as	the	‘the	last	bastion	of	inappropriate	behaviour’.	Two	participants,	both	of	whom	have	transitioned	completely	out	of	stage	management	and	now	work	in	related	fields	within	the	sector,	mentioned	being	on	the	receiving	end	of	abuse	and	poor	behaviour	as	a	primary	reason	for	exiting	the	profession.	Simone	Johnson	said	of	her	last	professional	stage	management	engagement,	It	just	started	to	eat	away	at	me	and	eat	away	at	me	...	It’s	really	pretty	much	impossible	to	do	a	really	good	job	because	it’s	just	shrouded	in	so	much	insanity.	It	was	just	bizarre	by	the	end.	I	couldn't	help	but	just	go,	‘I	can't	wait	for	it	to	be	over.	You’re	all	mad’.		Annabel	Jackson	described	her	final	tour	as	a	stage	manager:		I	remember	we	got	to	the	last	venue	…	and	we	were	all	absolutely	exhausted,	and	it	was	the	last	day.	I	actually	remember	I	cut	my	finger,	and	I	was	in	the	bathroom,	and	it	was	bleeding,	I	could	just	hear	the	director	screaming	at	me	from	the	stage	…	and	I	just	burst	out	crying.	It	was	like	something	just	clicked	inside	of	me	where	I	went,	‘I'm	not	doing	this	anymore.	I	cannot	mentally	do	this	anymore’.		Interestingly,	a	number	of	interviewees	referenced	a	profound	moment	of	knowing	that	it	was	time	to	move	out	of	the	profession	in	the	same	way	in	which	they	spoke	of	similar	experiences	surrounding	their	decision	to	enter	the	profession.		
5.6 Precarity	The	precarious	and	irregular	nature	of	employment	featured	prominently	in	all	interviews	as	a	major	obstacle	to	stage	managers’	career	development.	Overlapping	and	competing	career	opportunities,	poor	remuneration	and	irregular	and	fluctuating	income	arose	as	specific	issues.	Many	of	these	relate	directly	to	freelance	stage	management,	although	several	interviewees	mentioned	that	although	some	of	these	issues	were	mitigated	for	stage	managers	in	full-time	employment,	they	were	never	eliminated	completely.		The	challenges	of	freelancing	were	mentioned	by	every	interviewee.	Simone	Johnson	spoke	of	the	stress	associated	with	‘constantly	not	knowing,	constantly	chasing	the	work,	being	at	
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the	mercy	of	always	saying	yes’.	Hillary	Green	described	the	uncertainty	of	freelance	employment,	saying,	‘It's	also	stressful—like	I	have	work	for	2018	but	I	don't	have	work	for	2017	so	how	do	I	manage	that?’.	Isabel	Barton	commented	on	the	paradox	of	freelancing:		Being	a	freelancer	I	feel	I	have	total	control	over	where	I	work	and	what	I	do	and	when	I	work.	Then	at	the	same	time	no	control	because	once	you	commit	to	something,	then	you’re	stuck	…	and	I	just	feel	I	have	a	problem	saying	no	to	things	...	my	fear	all	the	time	is	if	I	say	no	to	something	then	will	I	ever	be	asked	again?		Alice	Turner	also	identified	‘saying	no’	as	a	particular	fear:		You	never	want	to	say	no	to	anything.	Because	when	you’re	first	out	you	go,	‘Oh,	if	I	say	no,	then	everyone’s	going	to	stop	ringing’	and	you	never—that’s	the	worst	thing	that	can	happen.	For	me,	that's	the	worst	thing	that	can	happen.		Nora	Rayner	works	extensively	as	a	stage	manager	for	several	high-profile	arts	organisations	and	notes	that	only	one	of	those	companies	accommodates	holiday	pay	within	their	stage	management	contracts:		That’s	kind	of	a	scary	thing;	you	go,	‘Is	it	worth	taking	a	week	off	if	I’m	just	going	to	be	stressed	about	how	I’m	going	to	pay	for	everything	that	week,	or	do	I	just	keep	on	pushing?’.			Annabel	Jackson	referenced	this	as	a	notable	advantage	of	moving	on	from	stage	management:		Having	evenings	and	being	able	to	go	to	bed	at	10	o'clock,	which	is	amazing,	and	planning	holidays,	that’s	a	big	thing	...	As	a	freelancer	[you’ve	got	to]	plan	maybe	five	months	ahead	to	take	a	couple	of	weeks	because	you	never	know	what	job	you	are	going	to	get.		Amelia	Walton,	who	has	also	moved	out	of	stage	management,	echoed	this	sentiment:		I'm	going	overseas	for	the	first	time	this	year	and	I	haven't	felt	like	I	have	been	able	to	yet,	because	of	reputation,	job-to-job,	particularly	moving	interstate,	having	to	build	your	reputation	up	again.	I	haven't	felt	like	I	could	take	a	holiday	at	any	point.		Three	interviewees	mentioned	the	‘sliding	doors’	nature	of	employment	and	the	stress	it	can	cause	in	career	decision-making.	Mary	Stein	stated,		
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Freelancing	is	pretty	exhausting	as	well.	Just	going	through	that	stress	every	three	months—and	I	also	struggle	with	the	sliding	doors	moment	that	I	encounter	a	lot	about	which	job	to	choose	and	piecing	together	contracts	and	picking	things	because	the	dates	work	not	necessarily	because	it	is	a	great	project	or	a	great	company.		Simone	Johnson	also	noted	this	as	a	particular	source	of	anxiety	when	she	was	practising	as	a	freelance	stage	manager:	‘You've	said	yes	and	you	get	offered	this	other	opportunity,	which	is	so	much	better	than	every	other	opportunity	you	ever	had	and	you	can't	do	it	because	there's	a	crossover.’	Hillary	Green	said,		I	think	there's	a	cultural	expectation	across	the	board	in	theatre	and	amongst	stage	managers	ourselves	that	you	don’t	say	yes	to	the	gig	until	you—unless	you	can	do	the	whole	gig.	A	friend	of	mine	was	declined	an	eight-month	gig	because	she	wanted	the	second	weekend	off	after	opening	to	attend	her	brother's	wedding.	She	had	the	whole	gig	pulled	from	her.	So	there's	that	element	of	fear	about	negotiating.		Perhaps	the	challenges	of	a	stage	management	career	are	best	summed	up	by	Alice	Turner:	‘Freelancing	is	constant	vigilance.	Always.’		Participants	also	mentioned	the	challenges	associated	with	irregular	and	low	remuneration.	One	specific	issue	was	how	disproportionate	wages	were	to	hours	worked,	duties	undertaken	and	level	of	responsibility	expected.	When	asked	about	the	challenges	of	a	career	in	stage	management,	Mary	Stein,	who	is	still	practising,	commented,		It’s	a	bit	hard	when	you’re	spending	all	these	hours	and	then,	yes	you	are	getting	compensated	but	it	wouldn’t	be	in	any	way,	it’s	not	in	any	way	near	as	much	as	it	would	be	in	other	industries	…	I’m	living	with	an	old	friend	of	mine	who’s	a	teacher	in	a	private	school	and	when	I	heard	what	she	was	earning	as	salary,	like	double	of	what	I	was	earning,	I	went,	‘Oh	my	god,	I’m	busting	my	ass	and	earning	no	money.	That’s	really	stupid’.		Hillary	Green	characterised	this	disparity	as	a	primary	influence	that	she	believed	contributed	to	stage	managers	prematurely	exiting	the	profession:		The	money	is	terrible	for	the	expectation.	The	money	is	terrible	regardless	...	I	think	the	industry	has	changed.	A	lot	more	is	required	of	the	stage	manager	in	a	creative	
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sense	and	also	in	the	responsibility.	The	responsibility	is	so	huge	for	that	kind	of	pay	and	the	level	of	stress	was	not	really	worth	it	for	me.			
5.7 Career	Limitations	The	interview	responses	indicate	that	additional	external	educational,	situational	and	organisational	influences	create	added	career	development	challenges	for	stage	managers.	These	include	lack	of	career	planning,	management	and	preparedness	during	education	and	training	and	early-career	stages	and	accelerated	career	progression.			All	but	one	of	the	interviewees	admitted	to	not	considering	any	career	plan	other	than	stage	management	during	their	education	and	early	career.	As	discussed	in	section	5.4,	stage	managers	have	strong	internal	career	motivations	and	a	deep	emotional	and	psychological	connection	to	their	work.	This	seems	to	manifest	in	a	lack	of	any	alternative	career	consideration	or	long-term	career	planning	beyond	their	initial	occupational	choice.	Interviewees	were	asked	whether,	at	their	point	of	career	entry,	they	believed	they	would	be	lifelong	career	stage	managers:	‘Yes,	for	the	rest	of	my	life,	absolutely.	Wouldn't	believe	otherwise—absolutely.	There	couldn't	have	been	anything	better	than	to	be	a	stage	manager’,	said	Hillary	Green.	Annabel	Jackson	stated,		I	think	I	was	just	so	happy	doing	what	I	was	doing	...	I	was	24.	I	was	just	really,	really	excited	about	working	in	theatre	and	going	on	tour	and	having	an	amazing	life—which	lasted	for	about	four	years.		Simone	Johnson	said,		I	didn't	have	a	plan	B	…	I	started	when	I	was	17	in	the	course	so	I	really,	I	was	just	a	bit	excited	by	it	all	and	then	even	by	the	time	I	graduated,	I	was	only	20	so	for	me	I	wasn't	thinking	what	will	I	be	doing	when	I'm	35,	I	was	just	thinking	about	what	I'm	going	to	do	next	year,	what's	the	next	show	I'm	going	to	work	on.		Stella	Martin,	a	practising	stage	manager	currently	contemplating	a	career	transition,	said,	I	never	had	any	plan—that	was	my	plan.	It’s	interesting,	now	15	years	on	looking	back	and	I	go,	‘I	should	have	been	smarter’.	I	should	have	actually	looked	at	where	I	would	have	ended	up	or	wondered	why	people	said,	‘Oh	there's	only	seven-year	life-span	in	stage	management’,	and	gone,	‘Wooh’	...	I	just	never	really	thought	about	it.	I	
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thought	I'm	doing	what	I	love,	how	lucky	am	I?	This	is	awesome.	And	I	never	sort	of	really	realised	that	I	would	grow	up	and	have	children	and	go,	‘Fuck,	what	am	I	going	to	do	with	my	life?’		Only	the	youngest	interviewee,	Amelia	Walton,	who	has	made	a	recent	lateral	move	into	an	associated	profession,	had	contemplated	a	career	beyond	stage	management	during	her	education:		Yes,	I	don’t	think	I	imagined	myself	as	a,	I	don’t	know,	a	70-year	old	stage	manager	sweeping	the	floor,	that	sort	of	thing.	I	think	there	are	physical	limits	on	that	as	well.	You’ve	got	to	be	able	to	do	so	many	things	and	deal	with	so	many	things.	I	don’t	think	it’s	a	fair	job	for	anyone	really.			The	majority	of	interviewees	revealed	very	little	deliberate	strategic	decision-making	in	relation	to	their	careers.	Alice	Turner,	a	practising	stage	manager,	reported,	‘I	never	really	had	a	long-term	plan’,	and	Mary	Stein’s	words	reiterate	the	sentiments	of	other	participants:	‘Pretty	much	my	whole	career	is	just	things	have	fallen	into	my	lap.	I’m	just	going	with	the	flow.’	The	interviewees	who	were	either	in	the	middle	of,	or	contemplating,	a	transition	out	of	stage	management	consistently	offered	similar	thoughts	about	how	a	lack	of	considered	career	planning	presents	a	career	development	challenge	and	contributes	to	the	complexity	of	the	career	transition	experience.			For	these	participants,	re-imagining	themselves	professionally	was	a	major	difficulty.	Despite	growing	discontent	with	the	profession,	Mary	Stein	still	works	as	a	stage	manager	‘because	I	don’t	know	what	else	I	would	be’,	and	Isabel	Barton,	who	plans	to	move	on	from	stage	management	in	order	to	have	a	family,	said,	‘That's	the	only	thing	…	Where	do	I	go	from	here.	I	don't	know	yet.	I	don’t	know’.	Hillary	Green	revealed	that	she	plans	to	move	on	professionally	‘eventually,	when	I	have	brainwave	of	what	is	it	that	I	can	do	with	the	skills	that	I	already	have	and	without	starting	from	the	bottom	again	because	I'm	pretty	tired’.		Difficulty	identifying	a	transferable	professional	skillset,	and	ongoing	professional	satisfaction	despite	a	growing	inability	to	reconcile	shifting	personal	priorities	with	professional	realties,	also	featured	in	interview	responses.	Nora	Rayner	said,		
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I'm	still	struggling	to	translate	what	I've	picked	up	in	the	last	12	years	that	could	translate	to	something	else	that's	both	meaningful,	useful	and	something	I	will	enjoy	doing	but	isn't	what	I'm	doing	at	the	moment	and	I	don't	know	what	that	is	yet.		For	Alice	Turner,	If	I	was	to	leave,	what	would	I	do?	That’s	when	I	hit	a	block	where	I	don’t	know	what	else	I	would	want	to	do	or	what	else	I	can	do?	That’s	the	thing,	I	know	there	are	lots	of	different	fields	that	stage	managers	have	moved	into	and	can	move	into	with	their	skill-base,	but	I	don’t	know	if	I	would	get	as	much	enjoyment	out	of	that	as	I	do	out	of	stage	management.	So,	I	get	to	the	point	where	I	have	to	think	of	something	else	to	do	and	then	I	literally	cannot	think	of	anything	else	that	I	would	want	to	do.		Accelerated	career	progression	was	reported	by	a	number	of	interviewees	as	a	career	development	challenge.	Premature	career	exits	and	the	industry	being	populated	by	a	relatively	small	pool	of	graduates	appear	to	perpetuate	this	phenomenon.	‘I	always	knew	what	I	wanted	to	do.	I	followed	it,	I	pursued	it,	I	excelled	it	in	my	own	mind	and	now	it's	like,	“What's	left?”’,	said	Stella	Martin.	Mary	Stein’s	words	resonate:		So	a	few	years	ago	I	kind	of	realised	that	I've	become	what	I	wanted	to	be	when	I	grew	up,	and	then	a	year	later	I	went,	‘Oh.	OK,	so	now	what	do	I	do?’.		Alice	Turner	discussed	the	lack	of	pathways	for	development	and	progression	within	the	profession	and	the	ensuing	boredom	and	lack	of	professional	fulfilment	that	comes	with	accelerated	career	advancement:		Once	I’ve	reached	the	stage	manager	position,	where	do	you	go?	Career	progression-wise	as	we	go	ASM	[assistant	stage	manager]	to	SM	[stage	manager].	Where	do	you	go	after	that?	…	I	was	basically	working	with	the	same	companies,	in	the	same	role,	with	the	same	people	every	time,	which	was	a	nice	sense	of	comfort	but	at	the	same	time,	really	boring.			Two	interviewees	who	have	both	made	lateral	moves	into	related	fields	cited	the	lack	of	creative	and	intellectual	engagement	and	challenge	once	they	had	reached	a	certain	professional	stage	management	level.	Hillary	Green	said,		
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I	mean	we	all	love	a	challenge,	and	we	all	want	to	have	the	next	new	things	to	make	ourselves	feel	enriched	because	I	think	it	is	a	creative	job	even	though	a	lot	of	people	wouldn't	say	this.	It's	a	very	creative	job	…	[and	then]	you	want	the	next	challenge,	and	then	you	get	good	at	being	good	at	your	challenges	and	then	it’s	a	tiresome	thing.	And	that's	when	you	start	looking	for	other	things	because,	well,	there's	no	personal	challenges	in	here	anymore	or	personal	investment.		Annabel	Jackson	had	a	similar	experience:		Another	large	element	of	me	wanting	to	move	on	from	stage	management	is	that	I	had	felt	that	my	thoughts	and	my	ideas	weren't	being	valued,	and	I	felt	like	I	needed	more	of	a	challenge,	I	guess,	intellectually,	but	I	felt	like	I	was	quite	robotic	to	a	certain	extent.	You	know	it's	the	same	thing	over	and	over	again,	and	there	were	a	couple	of	instances	like	working	on	shows	where	I	just	thought	that	I	just	had	so	much	more	to	give	than	this,	and	that	my	thoughts	weren't	just	being	valued.			
5.8 Social	Support	Systems	Recurring	themes	that	emerged	in	the	interviews	in	relation	to	social	support	systems	centred	around	three	things:	1) lack	of	organisational	loyalty	and	support	2) the	role	of	interpersonal	relationships	in	providing	support	3) the	lack	of	mentoring	opportunities	and	support	from	within	the	profession.		An	overwhelming	theme	that	emerged	in	many	interviews	was	a	feeling	of	being	unsupported	as	the	stage	manager	within	organisations.	‘Protect	the	performer,	make	sure	they	are	comfortable	and	that	is	the	job	and	make	sure	they’re	supported	enough	to	do	what	they	do,	but	there’s	no	protection	of	anyone	else’,	said	Amelia	Walton.	This	lack	of	support	at	critical	times	was	reported	as	a	major	source	of	growing	career	resentment	and	disillusionment.	Lack	of	organisational	support	was	cited	as	a	major	factor	prompting	stage	managers	to	move	on	from	a	particular	organisation	or	company,	or	to	reconsider	the	profession	entirely.	It	rarely	existed	in	responses	as	an	isolated	influence	to	prompt	career	transition,	but	was	more	often	reported	in	combination	with	other	factors	such	as	work‒life	balance,	burnout	and	poor	remuneration.		
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	Stella	Martin	described	her	experience	with	a	major	Australian	performing	arts	company	during	a	change	of	leadership.	Commitments	of	career	progression	and/or	reward	for	hard	work	made	by	existing	leadership	teams	can	be	quickly	rescinded	under	new	management	structures	according	to	the	company’s	revised	agenda	and	direction.	Since	any	employment	loyalty	stage	managers	exhibit	is	generally	not	formalised—for	example,	they	might	agree	to	fulfil	several	contracts	each	year	and	work	for	one	company	at	the	expense	of	employment	with	other	organisations—when	these	commitments	are	rescinded	by	the	organisation,	as	happened	in	Stella	Martin’s	case,	the	consequences	can	be	professionally	and	personally	devastating	for	a	freelance	stage	manager:	If	I	had	have	been	that	person	and	I	had	have	really	wanted	to—I	had	rights	for	unfair	dismissal,	but	I	didn’t	want	to	go	down	on	that	path,	so	I	put	in	my	resignation	and	walked	away	…	I	look	back	on	it	and	go,	‘A	company	like	that	is	not	going	to	probably	invest	in	something	like	that’.	Which	you	just	don’t	realise	at	time.	…	Not	that	I	think	that	an	exit	interview	would’ve	helped	but	I	just	never	got	any	explanation,	any	resolution,	and	I	still	to	this	day,	I	still	don’t	know.	It’s	taking	me	a	long	time	to	actually	cope	and	understand	what	actually	happened	and	why	it	happened	and	where	everything	went	so	wrong.		Amelia	Walton	relayed	a	recent	experience	working	at	another	major	Australian	performing	arts	company	when	a	colleague	was	made	redundant	while	on	maternity	leave:		She	basically	said	that	it's	an	industry	that	everyone	puts	their	life	and	soul	into,	and	you	can't	do	that	expecting	anything	back.	I	think	the	big	learning	for	me	as	well	is	that	you	can	do	that	and	you	can	go,	‘Oh,	yes,	they’ve	got	my	back’,	but	ultimately,	it’s	a	money	game.	As	much	as	we	want	it	to	be	about	the	art	form,	it's	about	the	financial	side	of	it.	It’s	kind	of	depressing,	but	no	one	is	ultimately	going	to	have	your	back	when	it	comes	to	crunch	time.		Simone	Johnson	described	feeling	compromised	and	unsupported	by	the	artistic	director	of	a	major	performing	arts	company	when	she	worked	on	a	high-profile	event.	The	following	anecdote	highlights	the	career	development	challenge	that	occurs	when	lack	of	support	
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comes	from	the	highest	leadership	level	within	the	organisation,	leaving	little	to	no	other	avenue	of	support	open	to	the	stage	manager:	We	were	hitting	points	where	everybody's	health	and	safety	was	being	compromised	because	of	the	demands	of	the	artistic	director	because	he	believed	that	the	artistic	vision	was	the	most	important	thing	in	the	entire	show	and	we	said,	‘No	it's	our	safety,	everybody's	safety’,	and	he	tore	shreds	off	everybody	and	told	me	‘No,	it	wasn’t’	and	we	just	literally	had	an	incident	where	somebody	almost	died	and	he	completely	disregarded	that	and	so	it	was	at	that	point	I	thought	‘I	can't	work	for	you	people	anymore’,	and	it's	moments	like	those	where	you	feel	compromised.		As	discussed	in	section	5.5,	the	tolerance	of	inappropriate	behaviour	recounted	by	the	interviewees	and	an	industry	culture	that	privileges	the	creative	agenda	were	reported	as	major	influences	in	instances	where	a	stage	manager	had	received	little	or	no	organisational	support.	Amelia	Walton	said,		As	soon	as	you	get	something	high	profile	or	there’s	high	stakes	money-wise,	I	don’t	think	there’s	the	support	there.	Everyone	just	has	to	put	their	head	down	and	do	their	best	to	get	through	whatever’s	happening	…	I	think	if	you’re	in	a	company	where	you’re	supported	enough	to	say	something	or	can	go	higher	to,	whether	it	be	a	company	manager,	HR,	tour	manager	or	whatever,	if	you	feel	comfortable	enough	to	go	higher,	I	think	it’s	important,	but	if	you’re	not	supported	and	out	there	on	your	own,	there’s	not	a	lot	you	can	do,	I	feel.		Amelia	Watson	related	an	experience	of	bullying	while	working	in	the	commercial	musical	sector,	and	depicted	the	lack	of	support	from	organisational	management:	‘I	didn’t	feel	supported	by	them	at	all.	I	couldn’t	speak	out	or	anything.’	Hillary	Green	offered	an	alternative	theory	on	the	perceived	lack	of	organisational	support	for	stage	managers,	suggesting	that	some	companies	have	lost	sight	of	their	priorities	and	become	preoccupied	with	the	business	side	of	their	operations.	She	recounted	a	conversation	with	a	prominent	Australian	artistic	director	to	whom	she	expressed	frustration	regarding	a	professional	situation	in	which	she	found	herself	and	how	unsupported	she	was	by	that	company’s	management:	
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[He]	said	that	the	biggest	problem	that	any	arts	organisations	will	have	is	that	they	forget	what	is	happening	in	the	rehearsal	room.	It	is	the	most	important	thing	that’s	happening	at	that	point.	What’s	happening	on	stage	or	what’s	happening	in	the	rehearsal	room	is	the	most	important	thing	and	you	can’t	get	caught	up	in	the	day-to-day	making	sure	the	air-conditioning	works	and	having	a	sign	in	the	kitchen	that	people’s	mugs	are	put	away.	I	think	when	[he]	said	that	…	he	articulated	what	I	was	feeling	at	that	time	because	they	did	not	care	at	all	what	was	happening	in	the	rehearsal	room.	We	weren’t	visited,	I	wasn’t	supported.		When	asked	about	support	mechanisms,	the	majority	of	participants	indicated	that	their	primary	avenue	for	support	was	their	personal	and	family	relationships;	however,	some	participants	commented	that	these	relationships	were	often	compromised	due	to	the	physical	and	emotional	demands	of	the	profession.	Alice	Turner	referred	to	the	challenges	of	‘keeping	contact	with	old	friends	and	family	members	and	maintaining	that	kind	of	life’	and	being	‘too	exhausted	at	the	end	of	the	day	for	myself,	let	alone	a	partner,	or	a	friend,	or	children’.		Lack	of	mentoring	opportunities	and	support	from	within	the	profession	emerged	in	a	number	of	responses.	Stella	Martin	spoke	of	her	early	career	and	search	for	a	‘mentor,	which	unfortunately	I	never	found’,	and	Simone	Johnson	stated,	‘It	probably	would	have	been	really	good	to	have	a	mentor	because	I	don’t	really	feel	like	we	have	those’.	She	shared	a	conversation	with	a	new	colleague	from	her	current	profession,	in	which	a	culture	of	professional	mentoring	is	embedded;	the	colleague	asked	her	about	previous	mentors:		and	I	thought	to	myself,	‘I've	never	thought	about	having	a	mentor’,	so	I’ve	still	got	that	stage	manager	mentality	where	it's	like	every	man	for	himself	and	you	just	get	through.	There's	nobody	there	helping	you.	
	
5.9 Lifestyle	Factors	A	variety	of	lifestyle	factors	were	the	most	oft-cited	challenges	to	career	development	for	the	Australian	female	stage	managers	interviewed	for	this	study.	The	sentiment	that	stage	management	was	a	‘lifestyle	not	a	job’	emerged	frequently.	These	lifestyle	factors	included	
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lack	of	work‒life	balance,	the	challenges	of	travel	and	touring,	long	and	irregular	working	hours,	the	toll	on	mental	health,	the	toll	on	physical	health,	the	lack	of	flexibility	afforded	by	the	job	around	children	and	domestic	life,	the	pressure	placed	on	personal	relationships	and	exhaustion,	fatigue	and	burnout.		Work‒life	balance	featured	extensively	in	all	the	interviews.	Alice	Turner	discussed	feeling	like	she	was	‘missing	out	on	a	regular	life’,	and	Nora	Rayner	said,	‘As	much	as	you	can	enjoy	the	job,	sometimes	you	go,	“You	know	what?	My	90-hour	week,	I’ve	done	nothing	else	except	sleep	and	work”’.	Isabel	Barton,	who	is	still	practising	but	contemplating	a	transition	names	this	factor	as	the	primary	reason	for	her	professional	reconsideration:		If	I	could	do	the	role	and	…	afford	to	take	breaks	every	couple	of	months	or	just	have	more	of	a	work‒life	balance,	I	think	I’d	try	and	stay	in	it	but	I	just	don’t	feel	it’s	viable	long	term,	I	can’t	see	myself	doing	this	in	20	years’	time.		Simone	Johnson	characterised	why	a	successful	work‒life	balance	often	eludes	freelance	stage	managers:	I	think	there's	the	lack	of	work‒life	balance	because	it's	expected	that	you	will	work	60	to	70	hours	a	week,	and	come	tech	week	hands	down	you	have	to	work	60	to	70	hours.	So	if	you're	doing,	how	many	tech	a	weeks	a	year	and	it	takes	a	while	to	get	over	it	cause	then	you	get	to	opening	night	and	then	you've	got	to	come	down	from	that	and	try	to	get	the	show	kicking	over.	So	that's	a	huge	chunk	of	time	that's	gone	and	it's	the	constant	flip-flop	between	rehearsals	during	the	day	then	doing	shows	at	night.	Or	if	you	are	at	the	mercy	of	saying	yes	to	every	gig,	then	the	really	terrible	time	when	you're	crossing	over	your	rehearsals	during	the	day	and	then	you're	on	a	different	show	at	night.	There	is	no	time	for	anything,	you’re	working	90	hours	a	week	and	...	you	put	everything	on	hold	until	you	get	into	the	season	and	you’ve	got	a	couple	of	days	to	deal	with	your	personal	stuff.	Everything	has	to	wait	...		While	all	participants	accepted	that	this	was	an	inherent	part	of	the	profession,	many	expressed	resentment	or	regret	at	the	personal	sacrifices	required.	Isabel	Barton	said,		I	think	like	everybody	that	works	in	this	industry	you	miss	important	life	things.	You	miss	weddings,	you	miss	funerals,	you	miss	family	things.	Which	I	don’t	regret	
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having	missed	any	of	that	stuff	but	it	just	makes	it	like	harder	and	it	puts	a	strain	on	relationships	and	things	as	well.		A	number	of	interviewees	discussed	how	the	personal	sacrifices	required	started	taking	a	toll	as	the	years	passed.	For	Nora	Rayner,	I	think	that	when	I	was	younger,	you	just	go	through	it	and	you	just	do	it;	and	then	as	you	get	older,	you	resent	it	a	little	bit	and	you	just	go,	‘Well,	I’m	not	going	to	see	my	family	for	two	or	three	weeks,	I’m	not	going	to	see	friends,	I’m	not	going	to	do	anything	else	other	than	work’.	And	sometimes	that	gets	me.	It	can	get	a	bit	overwhelming	I	guess,	when	that’s	all	that	you	think	about.		Resentment	and	regret	in	this	area	led	many	participants	to	either	exit	the	industry	or	laterally	transition	into	a	related	role	that	offered	better	work‒life	balance.	Many	of	those	still	in	the	profession	mentioned	this	balance	as	a	major	factor	when	choosing	between	employment	opportunities.	All	interviewees	spoke	of	a	change	of	perspective	and	priorities	as	they	got	older.	Alice	Turner,	who	is	still	a	practising	stage	manager,	mentioned		having	that	perspective,	to	go,	‘Actually,	yes,	we	are	not	curing	cancer,	we	are	not	solving	world	hunger’.	We're	literally	putting	on	a	show.	If	we	can	change	some	lives	while	we	do	it,	awesome,	we	do	it,	if	we	can't,	awesome,	we're	still	entertaining.		Mary	Stein,	also	a	current	practising	stage	manager,	said,		I	think	I’m	less	invested	and	that’s	actually	good	because	I’m	giving	myself	a	bit	more	work‒life	balance	because	of	that,	because	I’m	saying,	‘Well	no,	I’m	not	going	to	be	a	martyr	because	I	don’t	have	to	be.	It’s	just	a	show’.		Although	some	currently	practising	stage	managers	placed	greater	priority	on	achieving	a	work‒life	balance,	Amelia	Walton	noted	that	nature	of	the	work	and	the	stage	manager’s	role	means	that		I	don't	think	that	there's	a	successful	work‒life	balance	being	a	stage	manager	that's	available	to	you	…	there’re	some	senior	roles	and	there	are	some	full-time	roles	which	work,	but	I	think	even	then,	if	something’s	going	wrong,	you’re	just	asked	or	expected	to	stay	back	or	something	like	that.		
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Two	interviewees	who	have	transitioned	entirely	out	of	stage	management	shared	the	following	observations	about	the	work‒life	balance	afforded	in	their	current	professions.	Simone	Johnson	said,		It's	just	extraordinary	the	freedom	it	gives	you	and	the	work‒life	balance	that	you	get	back.	Why	would	I	give	that	up	...	I	don't	want	to	be	the	angry	old	stage	manager	that	nobody	wants	to	work	with.		Annabel	Jackson	revealed,	Basically	I	think	it	is	a	brilliant	job	and	I	loved	it,	but	once	I	got	into	my	late	20s,	I	was	really	stuck	…	I	realised	that	it	just	wasn't	a	sustainable	job	for	various	reasons.	I	think	a	lot	of	that	has	to	do	with	that	when	you're	in	your	20s,	you	do	have	a	lot	of	energy	naturally,	and	once	you	get	into	your	late	20s	and	your	early	30s,	just	the	hours	and	both	the	physical	and	the	emotional	demands	that	come	with	the	job	can	just	basically	start	to	wear	you	down.		The	interviewees	also	discussed	the	challenges	of	travel	and	touring.	While	many	noted	the	travel	opportunities	afforded	by	a	professional	stage	management	career	as	one	of	its	major	benefits,	a	number	also	pointed	out	that	these	often-lengthy	periods	on	the	road	can	take	a	personal	and	professional	toll.	Amelia	Walton	cited	it	as	the	major	influence	on	her	lateral	move	into	a	related	field:		It	was	travelling,	not	being	home,	not	being	with	[my	partner],	just	not	being	there	and	not	being	able	to,	I	don't	know,	plan	a	holiday,	pottering	my	garden,	just	all	these	things	…	It’s	just	all	these	life	things	that	I	think	I	felt	like	I	was	missing	out	on,	not	being	home.		On	and	off	the	road,	the	long	and	irregular	hours	were	an	issue	for	many	of	the	interviewees.	Amelia	Walton	said	that	‘the	hours,	the	days,	the	time’	were	some	of	her	least	favourite	aspects	of	the	job,	and	when	asked	if	she	missed	stage	management,	she	replied,	‘[sometimes]	I’m	like,	“I	wish	I	was	doing	that”.	But	then,	I	think	about	having	nights	and	weekends	and	all	these	things	that	I	never	really	had’.	Annabel	Jackson	recounted	the	exhaustion	she	suffered	after	a	tour	that	went	for	45	days	straight	without	a	break.	When	asked	about	the	worst	aspects	of	stage	management,	Mary	Stein	identified	‘having	
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completely	different	hours	to	every	other	person	in	your	life’,	and	the	impact	this	had	on	interpersonal	relationships.	While	many	viewed	the	reduction	in	hours	once	a	show	opens	and	is	in	season	as	an	occupational	advantage,	Mary	noted,		Even	doing	six	days	a	week	or	five-and-a-half	days	a	week	of	rehearsals	is	pretty	gruelling,	especially	if	it's	a	five	or	six-week	rehearsal	period.	And	then	obviously,	tech	week	is—you	know,	it	can	be	80	hours	or	something	ridiculous	…	I	mean,	you	get	the	pay-off	when	you	are	on	the	show	call,	I	suppose,	but	then	you	still,	then	you	can	just	fall	into	an	awful	night-shift	kind	of	sleeping	pattern	and	you	sleep	through	the	day	and	it's	just	mad.		Many	interviewees	discussed	the	toll	on	mental	health	caused	by	the	demands	of	the	profession	and	industry,	positioning	this	as	a	significant	career	development	challenge.	‘Stress’	and	‘isolation’	featured	in	a	number	of	interviews,	and	Isabel	Barton	described	the	job	as	‘thankless	and	lonely’.	The	youngest	interviewee,	Amelia	Walton,	also	the	only	interviewee	who	reported	any	strategic	career	decision-making,	characterised	this	as	a	major	factor	informing	her	career	choices:	I	think	also	seeing	colleagues	burn	out	or	have	mental	or	physical	breakdowns	and	injuries	and	that	kind	of	thing,	it’s	not	something	that	I	really	wanted	to	venture	into	…	I	would	meet	these	people	and	I	would	see	them	at	different	stages.	When	I	started	experiencing	the	theatre	…	it	was	the	early	90s	…	I	remember	there	were	alcoholics,	these	people	addicted	to	drugs	and	all	this	kind	of	stuff	and	it	was	very	rock	and	roll.	I	guess	experiencing	that	and	being	a	part	of	it	definitely	gave	me	an	awareness.		She	also	described	an	alcohol-centric	industry	that	often	involves		drinking	every	night	and	that	kind	of	thing	and	then,	you've	got	the	stress	and	getting	no	break	and	no	support.	I	think	stage	managers,	particularly,	can	be	very	isolated	from	the	team	and	that,	I	guess	mentally,	can	be	quite	severe	and	quite	dangerous	…	if	you're	feeling	isolated	and	not	supported	for	a	long	time,	that	can't	be	a	good	thing	for	your	brain.	I	think	it's	just	fried	food	and	alcohol	and	isolation,	really.	
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	Simone	Johnson,	no	longer	a	practising	stage	manager,	described	how	working	at	the	highest	level	of	professional	stage	management	affected	her	mental	health	and	ultimately	led	to	her	exiting	the	profession:		I	just	remember	having	this	monologue	walking	to	[the	theatre]	one	night	for	the	show	and	it	was	so	dark,	I	was	just	so	angry,	at	everybody	and	in	my	head	I	was	just	yelling	at	everybody	who	walked	past	me	and	I	just	stopped	and	thought,	‘This	is	it,	you	can't	keep	doing	this,	this	is	not	sustainable’.		When	asked	if	she	believed	a	long-term	career	in	stage	management	for	women	in	Australia,	Hillary	Green	offered	the	view	that	while	it	might	be	possible,	it	was	also	‘unwise’.	When	asked	to	elaborate,	she	replied,	‘Well,	long-term	stage	management,	it's	not	a	safe	thing.	Anyone	who	has	been	doing	it	for	longer	than	10	years	is	a	little	bit	crazy’.		Many	interviewees	also	reported	the	toll	stage	management	took	on	their	physical	health.	‘It's	this	massive	thing	that	I	know	is	not	good	for	my	body	when	I'm	doing	14-hour	days	for	long	periods	of	time’,	said	Isabel	Barton.	The	issues	here	appear	to	be	twofold:	firstly,	the	job’s	direct	impact	on	physical	health,	and	secondly,	the	consequences	of	neglecting	or	ignoring	health	issues	unrelated	to	the	actual	job	due	to	professional	demands	and	expectations.	Alice	Turner	and	Nora	Rayner	shared	insight	into	the	broader	cultural	concerns	at	play	within	the	arts	and	entertainment	sector	when	it	comes	to	physical	health	and	wellbeing.		I	think	it's	that	‘show	must	go	on’	mentality	that's	still	bred	into	every	theatre	worker.	That,	‘Oh,	you've	just	broken	your	toe?	Too	bad,	show	must	go	on.	Get	up	and	get	dancing	…’	Also	I	think	there	is	a	certain	feeling	for	stage	managers	that	it's	like,	‘Well,	no,	I'm	leading	the	show.	I'm	in	charge	of	this.	I	have	got	to	make	sure	that	the	show	happens,	whatever	happens.’	It's	hard	to	break	out	of	that	mindset.		Nora	Rayner	reported,		There’s	no	other	job	in	the	world	that	I	can	think	of	that	you	could	be	sick	and	quite	awfully,	horribly	sick	but	you	still	have	to	show	up	to	work	and	pretend	that	you’re	not.	There’s	no	other	job	like	that.	And	sometimes	that	gets	me	and	I	just	go,	‘At	the	end	of	the	day,	it’s	a	show’.	And	as	important	as	it	is,	we’re	not	solving	poverty	or	
	79	
anything	like	that.	But	you	put	yourself	through—and	you	see	other	people	put	themselves	through	hell	really	for	entertainment’s	sake?		Several	participants	experienced	unhealthy	reactions	to	serious	medical	issues	because	of	their	commitment	to	their	work.	One	interviewee	commented	on	the	‘fortunate	timing’	of	being	diagnosed	with	a	debilitating	injury	that	required	surgery	and	rehabilitation;	another	discussing	the	‘perfect	timing’	of	her	cancer	diagnosis.	This	‘fortunate’	and	‘perfect’	timing	refers	to	the	fact	that	neither	medical	condition	disrupted	their	work.	When	Mary	Stein	was	further	queried	on	characterising	the	timing	of	her	serious	condition	and	subsequent	surgery	and	rehabilitation	thus,	she	replied	that	it	was	because	‘it	happened	at	the	end	of	a	gig’.	When	the	other	study	participant	stated	that	the	timing	of	her	cancer	diagnosis	was	‘perfect’	because	she	‘wasn’t	in	the	middle	of	the	show’,	she	was	asked	to	consider	her	reaction	if	she	had	been	engaged	on	the	show	when	she	received	the	diagnosis:	I	reckon	I	would	have	finished	the	tech	week,	probably	got	the	show	open	and	then	maybe	started	having	conversations	of,	‘Hey,	so	this	thing	is	happening.	I'm	going	to	need	to	either	take	some	time	off’	or	it	would	have	been	more	of	a	fight	with	the	doctors	and	the	medical	side	of	it	to	be	like,	‘Hey	can	I	push	this	[treatment]	until	four	weeks	later,	once	my	show	finishes?’	…	Which	is—from	an	outsider—from	outside	the	arts	people’s	view—they	look	at	you	and	go,	‘Are	you	crazy?	How	could	you	do	that?’.	But	I	don't	think	that	that's	an	uncommon	thought	for	people.	I	really	struggle	that	people	would	go,	‘Oh	no,	I	can't.	I've	got	a	show	to	finish	…	I	can't	go	for	treatment.	I’ve	got	a	show	to	finish’.	And	I	have	seen	it	happen	...	That's	just	what	you	do	but	you	look	at	it	from	the	outside,	you	take	a	step	back	and	you	go,	‘What?	Why	would	I	think	that?	Why	would	I	prioritise	a	show	over	my	health?’.	But,	at	the	time—yes—definitely.			Another	lifestyle	factor	that	emerged	repeatedly	in	the	interviews	was	the	lack	of	flexibility	within	the	profession,	and	in	the	industry	more	broadly,	to	accommodate	the	demands	of	domestic	life—particularly	children.	Very	few	participants	believed	it	was	possible	to	continue	practising	as	a	stage	manager	at	full	capacity	once	they	had	a	family.	Stella	Martin	said,		
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The	biggest	problem	for	me,	at	this	stage	of	my	life	that	I	see	with	stage	management	is	that	there	is	absolutely	no	flexibility	around	children	…	everyone	sees	particularly	the	role	of	stage	management	as	the	servant	role—which	is	fine	when	you	have	no	other	masters.		When	participants	were	asked	if	there	were	impediments	to	a	long-term	career	in	stage	management	that	were	specific	to	women,	the	irreconcilable	nature	of	theatre	work	and	family	life	was	their	primary	response.	Stella	Martin	said,	I	can't	physically	work	six	nights	a	week	and	be	up	at	5:30	or	6	o'clock	in	the	morning	with	kids	and	do	a	full	day’s	work	with	two	children	and	then	go	into	a	show.	Physically	you	just	can't	sustain	that.		Hillary	Green	reiterated	this:		You	can’t	have	a	kid	and	also	work	12	hours	a	day	or	at	night	and	…	leave	[work]	because	he	gets	sick	at	daycare	…	there	are	very	few	companies	that	would	tolerate	that	…	The	nature	of	the	industry,	the	nature	of	the	job	means	that	the	stage	manager	cannot	have	another	life	and	that	includes	not	having	children,	certainly	not	as	a	full-time	stage	manager.		One	study	participant	who	is	still	working	as	a	professional	stage	manager	remarked,	‘I	think,	especially	as	a	woman,	in	the	back	of	my	mind	that	it's	not	a	career	that	I	can	really	do	if	I'm	trying	to	raise	a	family’.		A	number	of	participants	indicated	that	being	a	stage	manager	had	placed	significant	pressure	on	their	personal	relationships,	particularly	those	with	their	partners.	Simone	Johnson	pointed	out	that	‘you	can't	maintain	a	relationship	with	somebody	outside	of	the	industry	if	you're	working	those	hours’.	When	asked	where	she	seeks	support	during	challenging	professional	times,	Stella	Martin	said,	‘My	husband,	he	really	does	support	me.	I	don’t	think	he	really	loves	the	industry	I	work	in’.	Isabel	Barton,	who	is	contemplating	a	transition	from	stage	management,	gave	an	idea	of	the	pressure	that	can	be	placed	on	the	partner	of	a	freelance	stage	manager:		
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I	floated	the	idea	the	other	night	of	maybe	taking	the	job	over	Christmas.	His	eyes	rolled	and	he	kind	of	sighed.	It’s	fine	for	now	but	if	I	kept	pushing	it	and	kept	putting	my	personal	life	second	I	think	it	would	probably	take	a	toll	in	the	end.		Indications	of	professional	burnout	emerged	frequently	in	interviews,	either	in	direct	relation	to	an	interviewee’s	own	professional	experience,	or	more	generally	as	an	impediment	to	a	sustainable	stage	management	career.	Simone	Johnson	described	the	gradual	process	of	her	own	professional	burnout:		There	is	that	tipping	point	where	at	first	the	bad	stuff	doesn't—you	don't	recognise	it	or	you	don't	register	it	and	you	are	just,	‘You	know	this	stuff	happened	at	work	today’,	and	then	as	you	get	older	and	wiser	that's	the	stuff	that	stands	out	and	the	good	stuff	is	hidden	by	all	of	that	shit	and	for	me	it	was	too	hard	to	put	that	stuff	aside	…	Sure,	the	show	is	great,	but	I	didn’t	care	by	then	because	the	of	daily	challenges	of	just	trying	to	get	through	it.		When	asked	about	the	obstacles	to	a	long-term	stage	management	career,	Alice	Turner,	who	is	still	practising	and	not	currently	considering	a	transition,	responded,	I	think	definitely	burnout	and	fatigue	...	I	know	I	feel	like	I	spend	my	entire	day	looking	after	other	people	and	making	sure	their	needs	are	met	and	everything	that	they	need	and	want	is	accounted	for	and	heard	and	then	you	get	to	the	end	of	the	day	and	you	are	completely	drained.	And	there's	absolutely	nothing	left	and	you	do	that	for	long	enough—it	just—you	get	so	tired	of	it.	So	tired	and	completely	burned	out.	I	think	that's	probably	the	biggest	thing.		After	a	series	of	challenging	high-profile,	high-stakes	professional	engagements	and	a	decade	of	touring	and	long	hours,	Simone	Johnson	revealed	how	an	extreme	feeling	of	burnout	led	to	a	complete	exit	from	the	profession:		I'd	promised	myself	that	this	would	be	the	last	big	stage	management	role	I	would	do	and	I	went	to	New	York	and	I	was	like	yes	I	was	right.	I'm	in	New	York.	Working	on	a	Broadway	show.	We’re	staying	in	an	amazing	hotel	and	it's	incredible	and	yes—I	still	hate	going	to	work	every	day.	
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5.10 Possibilities	and	Opportunities	Despite	articulating	these	multiple	career	development	challenges	facing	Australian	female	stage	managers,	the	participants	also	expressed	very	little	regret	about	their	initial	occupational	choices.	Many	offered	positive	sentiments	about	their	professional	experiences	and	regret	in	relation	to	not	being	better	prepared	or	having	a	full	enough	understanding	of	what	most	believe	to	be	the	inevitably	finite	nature	of	a	professional	stage	management	career.	Some	interviewees	felt	that	this	would	have	enabled	them	to	undertake	better	informed,	more	strategic	career	planning	from	the	outset.	Several	mentioned	a	desire	for	a	cultural	shift	within	the	industry	that	allowed	for	greater	flexibility	in	the	role,	more	recognition,	understanding	and	value,	increased	professional	respect	and	greater	organisational	support	and	investment.	However,	when	asked	what	changes	could	be	made	to	allow	for	stronger	retention	within	the	profession	and	whether	mechanisms	could	be	put	in	place	to	make	a	long-term	career	in	stage	management	for	women	sustainable,	most	agreed	that	even	with	significant	changes,	the	inherent	nature	of	the	role	means	it	can	only	be	sustainable	for	a	short	period.	Stella	Martin	and	Annabel	Jackson	both	described	it	as	‘a	young	person’s	game’.		Several	participants	noted	that	greater	organisational	investment,	particularly	in	terms	of	offering	full-time	stage	management	positions	that	provide	access	to	recreational,	sick	and	maternity	leave	and	longer	term	financial	stability	and	planning,	would	be	a	potential	mechanism	for	extending	the	career	span	of	female	stage	managers.	In	addition,	better	organisational	support	for	managing	career	transitions	was	another	strategy	mentioned	that	would	allow	transitioning	stage	managers	to	remain	working	in	their	preferred	industry	in	roles	with	greater	flexibility,	and	enable	the	sector	to	redeploy	those	workers’	skillsets	in	a	deliberate	and	strategic	way.			Several	participants	referenced	the	commercial	musical	theatre	‘swing’	model	that	allows	additional	staff	to	train	in	and	undertake	multiple	roles	within	the	production	team.	This	enables	production	staff	to	take	days	off	for	health	or	recreational	purposes.	However,	many	study	participants	acknowledged	that	this	model,	despite	its	benefits,	is	not	feasible	
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in	the	subsidised	sector	due	to	restricted	time	and	financial	resources.	Alice	Turner	thought	there	had	to	be	an	industry-wide	cultural	shift	in	which	‘everything	needs	to	change	because	the	makeup	and	the	timings	and	the	expectations	and	the	knowledge	bases	are	all	based	around	a	framework	which	doesn't	work	for	longevity’.		A	more	family-friendly	culture	within	the	broader	industry	that	allows	for	access	to	affordable	and	flexible	childcare	featured	in	a	number	of	responses	in	relation	to	possible	career	sustainability.	One	respondent	recounted	her	experience	working	as	a	stage	manager	for	a	high-profile	international	company	that	actively	promoted	a	family-friendly	work	environment	and	prioritised	health	and	work‒life	balance	for	all	their	employees.	She	indicated	that	this	approach	enhanced	the	quality	of	the	work	that	the	company	produced	rather	than	compromised	it.		A	number	of	interviewees	expressed	regret	for	not	undertaking	further	tertiary	study	or	developing	entrepreneurial	skills	that	would	enable	them	to	not	only	seek	out,	but	create,	their	own	professional	opportunities	during	a	career	transition.	Several	were	concerned	about	their	inability	to	quantify	and	articulate	a	transferable	skillset	into	another	role	or	profession.	Not	advocating	for	themselves	within	the	role	was	another	emergent	theme.	Many	said	they	learned	to	do	this	as	they	got	older	and	more	confident,	but	that	this	often	coincided	with	contemplating	a	career	transition.	Another	element	that	some	participants	believed	could	lead	to	greater	professional	satisfaction	was	a	more	thorough	definition	of	role	expectations	and	responsibilities.	A	number	noted	that	the	more	experience	they	had,	the	more	they	improved	at	negotiating	and	setting	job	description	boundaries	and	seeking	clarity	from	employers	around	expectations	from	the	outset	of	an	engagement.			Alice	Turner	stated	that	there	should	be	greater	awareness	and	support	for	mental	health	issues	within	the	whole	industry.	She	also	argued	that	more	established	professional	pathways	and	organisational	investment	in	developing	stage	managers’	professional	skills	would	make	career	transitions	less	fraught.	She	mentioned	the	lack	of	organisational	ties	that	freelance	stage	managers	experience	and	the	lack	of	organisational	value	placed	on	the	role	as	two	major	barriers	to	accessing	these	types	of	support	mechanisms.	
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	Only	one	respondent	sought	professional	assistance	from	a	career	guidance	expert	during	her	career	transition.	Annabel	Jackson	referred	to	this	as	a	‘game	changer’	and	described	a	process	through	which	she	was	able	to	evaluate	and	qualify	her	transferable	skillset,	identify	her	current	career	dissatisfactions,	recognise	what	rewards	she	still	received	from	her	work	in	stage	management	and	re-imagine	and	re-position	herself	in	a	new	career.	After	initially	considering	a	complete	exit	from	the	industry,	through	formal	career	guidance	support,	she	was	able	to	‘change	the	way	I	thought	about	myself	in	a	work	context’	and	understand	that	the	arts	was	still	where	she	belonged;	she	just	needed	to	‘find	a	different	place	within	the	artistic	community’.		
5.11 Conclusion	The	interview	findings	reveal	a	number	of	complex	influences	that	represent	significant	challenges	to	the	career	development	of	Australian	female	stage	managers.	Although	this	chapter	delineates	these	findings	according	to	the	codes	identified	during	the	analysis	phase,	it	is	important	to	note	that	all	participants	cited	a	combination	of	these	influences	at	work	when	considering	or	enacting	a	transition	from	the	profession.	Chapter	6	addresses	how	these	factors	combine	and	prompt	premature	career	transitions	and	exits.		The	interviewees	also	identified	a	number	of	strategies	that	could	extend	the	career	span	of	professional	female	stage	managers,	or	help	them	more	effectively	manage	periods	of	career	transition	that	lead	to	mutually	beneficial	outcomes	for	both	the	individual	and	the	wider	industry.	Despite	the	numerous	career	development	issues	at	play	here,	the	participants	expressed	remarkably	little	resentment	towards	the	actual	stage	management	profession.	Although	the	focus	of	the	study,	and	therefore	the	tone	of	the	interviews,	was	directed	towards	the	more	challenging	aspects	of	the	work,	all	interviewees	conveyed	positive	sentiments	about	their	professional	stage	management	experience	and	their	feelings	towards	to	the	industry	more	generally.	As	one	participant	stated,	‘In	some	ways,	I	wouldn't	have	done	anything	differently.	I	let	life	take	me	where	it	took	me.	That's	pretty	great.	Not	a	lot	of	people	can	say	that’.		
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6. Discussion	and	Conclusions	
	
6.1 Introduction	The	main	theory	that	emerges	from	this	study	from	the	data	analysis	process	is	that	internal	and	external	career	development	challenges	compound	and	diminish	career	rewards,	forcing	premature	mid-career	exits.	The	findings	indicate	that	a	variety	of	influences	create	this	professional	unsustainability;	no	single	factor	in	isolation	prompts	a	reconsideration	of	the	stage	management	profession,	but	a	combination	of	these	identified	influences	ultimately	produces	a	pressure	point	that	prompts	a	career	transition.	This	study	identified	the	scope	of	career	development	challenges	encountered	by	mid-career	Australian	female	stage	managers,	revealing	that	not	all	stage	managers	experience	the	same	set	of	challenges;	however,	when	they	experience	a	number	of	these	challenges	concurrently,	they	consider	or	undergo	a	career	transition.		This	study	found	that	a	combination	of	role	stress,	job	stress,	precarity,	career	limitations,	lack	of	social	support	systems	and	incumbent	lifestyle	factors	lead	to	dissatisfaction	with	the	profession	and	contribute	to	early	workforce	exits.	It	also	discovered	that	career	transition	experiences	for	professional	stage	managers	are	practically	and	psychologically	complex	because	of	the	strong	internal	motivators	that	drive	the	initial	occupational	choice,	alongside	the	psychological	connection	to,	and	fusing	of	identity	with,	the	work	itself.	The	study	further	found	that	while	these	strong	internal	drivers	are	particularly	advantageous	in	motivating	focused	and	rapid	educational	and	early-career	choices,	they	also	function	as	significant	mid-career	development	challenges.	The	project	identified	a	number	of	disadvantages	related	to	a	freelance,	non-organisational	career,	particularly	in	relation	to	effective	and	strategic	career	transition	management.	From	these	findings,	the	study	sought	to	develop	recommendations	and	strategies	for	improved	career	development	and	management	for	Australian	female	stage	managers.		The	available	census	data	(ABS	2012)	suggest	that	possible	career	development	challenges	encountered	by	those	in	this	profession	contribute	to	a	disproportionately	young,	female	
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workforce.	Through	a	narrative	inquiry	method	and	an	Informed	Grounded	Theory	methodology,	the	research	employed	a	qualitative	approach	to	investigate	the	stories	behind	the	numbers	(Savickas	1993)	and	characterise	the	statistical	phenomena.	The	following	chapter	discusses	the	key	research	findings.			
6.2 Work	and	Identity	for	the	Stage	Manager	The	study	revealed	strong	internal	motivators	for	initial	occupational	choice.	Stage	managers	are	no	different	from	other	performing	artists	who	enter	the	profession	based	on	clear	internal	motivations.	Further,	stage	managers	tend	to	define	success	in	their	work	based	on	internal	rather	than	external	rewards	(Seybold	and	Salomone	1994).	This	study	found	that	stage	managers	have	a	vocational	attachment	to	their	profession,	with	many	interviewees	revealing	profound	moments	of	‘knowing’	or	being	‘called’	to	their	work—a	particular	feature	of	the	protean	career	construct	(Hall	and	Chandler	2005).	The	participants	in	this	study	reported	that	this	moment,	for	them,	either	occurred	in	mid	or	late	adolescence;	if	it	occurred	later	in	life,	it	prompted	significant	reconsideration	and	ceasing	of	the	individual’s	current	personal	and/or	professional	situation.			The	single-minded	occupational	focus	was	reported	as	advantageous	in	terms	of	guiding	educational	and	early-career	decisions,	but	posed	a	substantial	challenge	as	the	interviewees’	careers	unfolded.	This	study	found	that	during	education,	training	and	early-career	stages,	stage	managers	have	limited	consideration	for	alternative	careers,	and	therefore	little	strategy	around	career	decision-making	or	ongoing	professional	development.	Early-career	stage	managers	do	not	imagine	a	time	when	they	will	not	want	to	be	stage	managers.	Many	of	the	interviewees	expressed	that	when	they	did	decide	to	move	on	from	stage	management,	for	whatever	reason,	that	they	were	ill-prepared	both	emotionally	and	professionally.	While	a	vocational	career	was	advantageous	during	their	early	career,	it	provided	a	fresh	set	of	mid-career	challenges,	particularly	if	a	reconsideration	of,	and	transition	from,	the	current	profession	was	required.			The	study	found	that	the	tensions	for	stage	managers	experiencing	or	considering	a	career	transition	could	be	twofold:	
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1) when	the	stage	manager	is	dissatisfied	with	the	profession	and	seeking	a	transition	to	another	career,	but	finds	themselves	ill-prepared	both	practically	and	psychologically	to	explore	an	alternative	career	2) when	the	stage	manager	is	not	dissatisfied	with	the	profession	and	is	still	rewarded	by	the	work,	but	is	unable	to	align	inherent	professional	realities	with	shifting	personal	priorities.		Regardless	of	whether	considering	or	enacting	a	career	transition	is	prompted	by	internal	or	external	factors,	a	further	tension	exists	for	stage	managers	because	of	how	they	view	their	profession	as	part	of	their	personal	identities.	As	one	study	participant	stated,	‘What	am	I	if	I’m	not	a	stage	manager?’.	This	intertwining	of	work	and	identity	can	create	unhealthy	work	and	lifestyle	behaviours	(Ramirez	and	Waterson	Ellsworth	2007).	An	over-identification	between	self	and	work	can	manifest	itself	in	overwork,	martyr-like	behaviour,	loss	of	interpersonal	connections	and	unhealthy	lifestyle	habits;	this	was	certainly	reflected	in	the	study	findings.	Initially,	this	study	sought	to	identify	stage	managers’	emotional	and	psychological	connection	to	their	work	and	characterise	motivations	for	initial	occupational	choice	in	order	to	understand	what	role	these	motivations	play	in	the	career	transition	experience.	However,	these	motivations	were	found	to	be	distinct	and	direct	career	development	challenges	in	and	of	themselves.			
6.3 A	Combination	of	Factors	The	data	analysis	process	identified	a	number	of	influences	providing	career	development	challenges	for	Australian	female	stage	managers.	Another	discovery	was	that	no	single	factor	prompts	a	career	transition	or	exit;	rather,	multiple	influences	combine	to	create	a	pressure	point	that	prompts	a	move	from	the	profession.	The	lack	of	compatibility	between	the	profession	and	domestic	and	family	life	was	cited	by	many	as	the	major	precipitating	factor	to	a	career	transition,	although	this	was	always	in	tandem	with	a	number	of	other	identified	influences.	For	example,	domestic	responsibilities,	combined	with	irregular	and	long	hours	and	the	emotional	demands	of	a	stage	manager’s	work,	were	seen	as	incompatible.	While	there	appears	to	be	room	for	organisational	and	cultural	change	in	relation	to	greater	flexibility	and	more	family-friendly	practices,	there	is	so	much	about	the	
	88	
live	performing	arts	and	entertainment	sector	(and	the	stage	manager’s	work	within	it)	that	cannot	be	reconciled	with	domestic	pressures	(Hakim	2006).			Several	study	participants	who	did	not	cite	children	or	family	pressures	as	a	career	development	challenge	indicated	that	a	combination	of	influences	prompted	them	to	reconsider	or	transition	from	the	profession.	Many	stage	managers	understand	and	accept	that	an	element	of	personal	sacrifice	will	always	be	required;	however,	many	reported	the	toll	of	these	sacrifices	combined	with	lack	of	recognition	and	value,	being	treated	badly	and	lack	of	organisational	support.	Hillary	Green	summed	up	her	experience	of	this:	It’s	certainly	financial.	It’s	also	you’re	at	the	mercy	of	the	director	and	all	the	producers	...	the	stage	manager	has	to	be	in	the	room	for	every	minute	that	the	director’s	there	and	that	really	impedes	upon	one’s	work‒life	balance	when	you're	working	within	an	institutional	model	with	the	director	being	king	and	what	he	or	she—usually	he—says	goes	…	And	when	you're	young	and	in	your	20s,	and	you've	just	graduated	…	you’re	actually	swept	up	in	the	romance	of	being	a	part	of	the	community	and	that	idea	of	making	it	work.	And	almost	martyring	yourself,	lying	yourself	down	for	this	to	happen	when	really	you	also	have	a	life	to	live	…	I	think	that	becomes	incredibly	exhausting	the	older	you	get	and	the	more	is	required	of	you.	It's	pretty	tedious,	and	I	think	really	insulting	to	a	professional	who	is	also	at	the	same	time	required	to	be	the	happiest	person	in	the	room,	the	most	organised	person	in	the	room,	someone	who	knows	exactly	where	that	miniscule	prop	is	at	any	point	of	the	day	…	because	you’ve	positioned	yourself,	or	the	role	is	positioned	as	being	imminently	capable.	And	then	for	it	to	be	paid	so	poorly—it’s	demoralising.	And	so	eventually	you	see	avenues	where	your	skills	can	be	used	elsewhere.		Figure	6.1	illustrates	how	these	career	challenges	combine	and	prompt	career	transition:	
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Figure	6.1	The	Career	Development	Challenges	Faced	by	Australian	Female	Stage	Managers		These	findings	are	of	particular	note,	since	formulating	recommendations	to	address	the	emergent	situation	requires	a	holistic	approach.	No	identified	career	development	challenge	can	be	addressed	in	isolation;	and	because	premature	career	exits	from	the	profession	have	consequences	for	both	the	individual	and	the	broader	sector,	it	is	prudent	to	take	a	dual	approach	to	any	strategic	recommendations.	Therefore,	strategies	must	be	developed	that	both	increase	professional	retention	and	stage	management	career	longevity,	and	better	support	stage	managers	through	their	career	development	challenges	and	transition	experiences.		
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6.4 The	Protean	Career	Paradox	Protean	careerists	see	work	as	a	reflection	of	identity	(Baker	and	Aldrich	1996)	and	view	it	as	a	vocation	(Hall	and	Chandler	2005).	Other	characteristics	of	the	protean	career	paradigm	are	that	mobility	is	more	important	than	job	security;	developing	skills	and	abilities	that	transfer	across	a	number	of	occupational	roles;	undertaking	multiple	occupational	roles;	deriving	income	from	a	variety	of	sources;	internal	rather	than	external	work	motivations;	a	strong	reliance	on	networks;	and	individual	rather	than	organisational	responsibility	for	career	development	(Bridgstock	2007).			The	findings	of	this	study	indicate	that	stage	managers’	career	experiences	are	certainly	best	reflected	in	the	protean	career	paradigm	(Hall	and	Mirvis	1996);	however,	they	also	illuminate	the	paradox	of	the	protean	career.	While	much	of	the	literature	on	protean	career	theory	emphasises	the	positive	aspects	of	this	career	construct,	this	research	project	highlighted	a	number	of	pitfalls.	A	major	negative	by-product	of	the	protean	career	is	the	inability	to	access	organisational	support	mechanisms	in	relation	to	career	planning,	development	and	transition.	Careers	in	creative	fields	are	precarious	and	insecure	(Hesmondhalgh	and	Baker	2008)	by	nature,	and	while	many	participants	noted	the	positive	elements	of	this	and	the	freedoms	it	can	afford,	many	cited	this	precarity	as	a	major	driver	of	their	eventual	transition	from	the	profession.	As	one	participant	noted,	‘I	feel	I	have	total	control	over	where	I	work	and	what	I	do	and	when	I	work.	Then	at	the	same	time	no	control	because	once	you	commit	to	something,	then	you’re	stuck’.		The	precarious	nature	of	the	work	drives	many	stage	managers	to	overwork,	which	in	turn	leads	to	exhaustion,	fatigue	and	burnout.	‘The	fear	of	saying	no’	and	‘chasing	the	work’	featured	in	a	number	of	responses,	and	many	participants	identified	this	stress	as	an	eventual	source	of	major	career	dissatisfaction.	While	a	strong	argument	exists	for	the	internal	rewards	of	a	creative	career	offsetting	the	negative	aspects	(McRobbie	2016),	this	study	indicates	that	early	in	their	careers,	these	intrinsic	rewards	(Florida	2001)	are	enough	for	stage	managers;	the	negative	aspects	of	the	job	become	harder	to	overlook	as	the	career	progresses	and	other	aspects	of	life	(Super	1980)	begin	to	take	priority.	As	one	participant	put	it,	‘Eventually	the	love	wears	out’.	One	key	finding	of	this	study	is	that	stage	
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managers	very	much	see	their	work	as	an	enactment	of	their	self-concept	(Super	1980;	Savickas	2002),	and	as	this	self-concept	develops	in	the	mid-career	stage,	a	professional	realignment	becomes	necessary.	As	Stella	Martin	noted,	‘you	outgrow	the	role’.		While	underemployment	and	periods	of	unemployment	are	often	expected	when	undertaking	a	career	in	a	creative	field	(Bennett	2007),	this	study	found	that	the	opposite	is	true	for	stage	managers.	The	precarious	nature	of	the	work	and	the	resultant	financial	insecurity	drives	them	to	experience	over-employment	and	overwork.	A	number	of	participants	also	reported	that	the	labour	market	for	experienced,	professional	stage	managers	in	Australia	exceeds	those	suitably	qualified	and	available	to	meet	the	demand.	A	further	factor	contributing	to	this	labour	market	phenomenon	is	that	stage	managers	can	work	across	a	variety	of	arts	and	entertainment	disciplines.	While	performing	artists’	employment	opportunities	are	restricted	by	their	artistic	discipline,	stage	managers	are	not	limited	to	any	specific	form.	Since	their	core	function	is	to	manage	the	processes	associated	with	live	performance-making,	wherever	those	processes	exist,	a	professional	stage	manager	will	be	able	to	apply	their	skills.	This	is	a	further	factor	that	causes	many	stage	managers	to	overwork.	Many	participants	reported	not	taking	a	break	or	a	holiday	for	several	years	and	undertaking	multiple	engagements	at	any	given	time.	The	protean	nature	of	the	stage	management	career	means	that	freelance	stage	managers	are	unable	to	access	many	of	the	financial	benefits	and	leave	entitlements	afforded	by	more	conventional	careers.	Being	unable	to	leverage	recreational,	sick	and	parental	leave	is	a	major	career	development	challenge	for	female	stage	managers.			Another	protean	career	drawback	for	stage	managers	is	that	career	development	and	planning	is	the	responsibility	of	the	individual	rather	than	the	organisation.	This	leads	to	lack	of	strategic	career	decision-making	and	an	inability	to	access	organisational	support	mechanisms	during	times	of	career	dissatisfaction	and	reconsideration.	Only	one	interviewee	had	sought	any	formal	career	counselling	and	support	during	her	career	transition,	and	this	was	self-initiated.	She	stressed	how	vital	this	support	was	in	order	for	her	to	successfully	enact	her	career	transition	into	education	and	a	related	field	within	the	performing	arts	industry.	Through	this	process,	she	was	able	to	quantify	and	articulate	a	
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transferable	skillset	and	seek	out	an	alternative	profession	that	saw	this	skillset	successfully	redeployed	in	a	role	that	better	suited	to	her	current	personal	circumstances.	Much	of	the	confusion,	disillusionment	and	isolation	expressed	by	other	interviewees	considering	or	enacting	a	career	transition	resulted	from	lack	of	support.		Processes	that	exist	within	organisations	in	relation	to	career	reflection,	evaluation	and	planning	and	workplace	support	mechanisms	for	industrial	relations,	grievance	processes	and	conflict	resolution	are	inaccessible	to	freelance	stage	managers.	A	number	of	interviewees	referenced	a	professional	culture	that	privileges	the	creative	agenda	and	tolerates	behaviours	and	that	would	be	deemed	unacceptable	in	non-creative	work	environments.	Stage	managers	were	also	described	as	the	individuals	most	frequently	on	the	receiving	end	of	these	behaviours,	and	being	unable	to	access	organisational	support	mechanisms	was	a	frustration	for	some	stage	managers.	Many	reported	feeling	compromised,	particularly	in	relation	to	personal	and	occupational	health	and	safety	issues	in	an	environment	that	honours	the	idea	that	‘the	show	must	go	on’	above	any	other	consideration.		The	role	that	organisations	can	play	in	career	development	and	planning	is	of	great	value.	While	many	stage	managers	interviewed	appreciated	the	freedom	that	a	protean	career	afforded	early	in	their	careers,	they	also	cited	lack	of	organisational	ties	as	a	significant	challenge	further	along	in	their	career.	The	following	section	aims	to	outline	possible	strategies	to	address	some	of	the	specific	career	development	challenges	encountered	by	Australian	female	stage	managers	that	lead	to	premature	and	badly	managed	career	transitions.		
6.5 Strategies	and	Recommendations		The	aim	of	the	study	was	to	investigate	and	explore	the	careers	of	professional	Australian	female	stage	managers	and	characterise	their	career	transition	experiences.	The	objective	of	this	approach	was	to	identify	any	recurrent	or	continuing	challenges	or	commonalities	encountered	in	the	career	transition	experience	to	develop	a	better	understanding	of	the	influences	at	work.	The	purpose	of	the	findings	was	to	develop	strategies	and	
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recommendations	to	more	effectively	manage	the	career	development	of	this	specialised	workforce.	While	the	following	section	offers	a	number	of	potential	retention	and	support	strategies	appropriate	to	the	purpose	and	scope	of	this	particular	study,	it	is	envisaged	that	it	will	also	provide	the	foundations	for	further	research	projects.		Protean	careers	such	as	stage	management	are	viewed	as	an	extreme	form	of	the	boundaryless	career	(Bridgstock	2007).	Jackson’s	(1996)	study	into	boundaryless	careers	in	dance	and	drama	identifies	a	number	of	capabilities	necessary	to	career	success.	These	include	developing	work-seeking	skills;	being	prepared	to	undertake	work	outside	of	the	artistic	vocation;	ongoing	training	and	skill	development	throughout	the	career;	cultivating	perseverance	and	resilience;	being	able	to	access	career	guidance	when	necessary;	being	able	to	access	a	variety	of	social	support	mechanisms;	and	developing	entrepreneurial	skills.	
	The	requirement	for	stage	managers	to	possess	all	these	capabilities	was	echoed	in	the	findings	of	this	research	project.	While	it	can	be	argued	that	greater	awareness	regarding	necessary	career	transitions	from	the	career	outset	might	lead	to	better	outcomes,	being	cognisant	of	the	inevitable	still	does	not	necessarily	equal	preparedness	on	the	individual’s	part	(Jeffri	and	Throsby	2004).	This	lack	of	preparedness	is	a	hallmark	of	the	creative	protean	career	in	which	individuals	have	a	vocational	connection	to	their	work	and	cannot	envisage	a	time	when	they	will	be	unable	or	unwilling	to	undertake	that	work	in	the	future.	Only	one	participant	in	this	project	admitted	any	deep	awareness	of	the	stage	management	career’s	limitations	during	their	early	career.	A	number	of	participants	admitted	to	being	somewhat	aware	or	being	told	by	educators	or	older	colleagues	of	the	obstacles	to	maintaining	a	sustainable	stage	management	career,	but	believed	this	reality	would	not	apply	to	them.	As	discussed	earlier	in	this	chapter,	while	early	and	single-minded	career	focus	affords	a	number	of	advantages	early	in	career	development,	it	creates	significant	mid-career	challenges	and	during	periods	of	career	transition.		The	following	recommendations	outline	potential	educational,	psychological	and	social	and	organisational	and	sectoral	strategies	that	could	minimise,	mitigate	or	at	the	very	least	
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more	effectively	manage	the	career	development	challenges	faced	by	Australian	female	stage	managers;	however,	they	have	been	formulated	with	an	awareness	of	industry	realities.			
Educational	As	previously	discussed,	knowledge	does	not	necessarily	mean	that	individuals	are	any	more	prepared	for	a	career	transition.	It	is	therefore	necessary	that	students	are	prepared	at	the	tertiary	education	stage	beyond	simply	being	told.	Focusing	only	on	employability	skills	no	longer	prepares	individuals	adequately	for	the	world	of	work	in	the	21st	century	(McMahon,	Patton	and	Tatham	2003,	5).	Identifying	and	embedding	career	capabilities	not	directly	related	to	the	required	occupational	skillset	is	essential,	particularly	for	career	self-management	and	career	identity	(Bridgstock	2011).	To	date,	most	tertiary	training	for	stage	managers	still	follows	a	largely	conservatoire	model	that	focuses	on	skills	acquisition	for	the	initial	occupational	choice.	This	model	places	little	emphasis	on	how	to	best	equip	students	to	adapt	and	evolve	across	their	life-span	(Super	1980).	In	a	world	and	industry	so	driven	by	technology,	a	pedagogic	model	that	focuses	on	acquiring	‘higher	order	skills’	(Grubb	2002,	1),	rather	than	technical	and	administrative	skills,	is	much	more	prudent.	The	six	‘knowing	competencies’	(DeFillippi	and	Arthur	1994;	Jones	and	deFillippi	1996)	that	identified	as	essential	for	protean	career	success	are	knowing	whom,	knowing	why,	knowing	
what,	knowing	where,	knowing	when	and	knowing	how.	The	findings	of	this	research	project	indicate	that	to	date,	equipping	stage	managers	with	these	important	capabilities	has	been	neglected	in	traditional	pedagogic	models.		Students	must	be	taught	effective	self-management,	how	to	maintain	a	positive	self-image,	how	to	adapt	and	change	throughout	life,	how	to	maintain	a	healthy	work‒life	balance,	how	to	make	strategic	career	decisions	and	how	to	find	and	employ	careers	information	during	necessary	periods	(Bridgstock	2011).	If	these	capabilities	are	considered	and	embedded	in	students’	tertiary	training,	stage	management	career-transition	experiences	can	become	less	fraught	(Ruddisill	et	al.	2010).	In	turn,	the	challenge	for	tertiary	educators	is	how	best	to	embed	these	essential	career-management	skills	in	stage	management	training	and	education	at	a	development	period	in	which	students	are	so	single-mindedly	vocationally	
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focused.	When	‘occupational	choices	also	involve	deep	issues	of	identity	…	then	information	may	be	necessary	but	it	is	certainly	not	sufficient’	(Grubb	2002,	6).			Embedding	career-management	capabilities	in	curriculum	design	is	essential.	Tertiary	educators	have	‘an	ethical	responsibility	to	represent	the	career	opportunities	and	challenges	associated	with	their	degrees,	particularly	if	they	are	marketing	their	degrees	based	on	vocational	outcomes’	(Bennett	and	Bridgstock	2015,	274).	The	unique	challenge	with	stage	management	students	is	that	their	career	experiences	are	likely	to	be	ones	of	over-employment,	but	many	current	pedagogical	strategies	and	research	in	creative	arts	graduate	career-management	capabilities	prepare	graduates	for	professions	that	experience	high	numbers	of	underemployment.	Therefore,	new	models	that	encourage	stage	management	students	to	take	a	longer	term,	holistic	and	more	strategic	view	of	their	career	development	should	be	developed.		
Social	and	Psychological	Despite	increased	awareness	of	and	research	into	the	mental	and	emotional	challenges	encountered	by	those	in	the	arts	and	entertainment	industry	(Ramirez	and	Waterson	Ellsworth	2007;	van	den	Eynde	and	Fisher	2014),	the	findings	of	this	study	indicate	that	more	needs	to	be	done.	Periods	of	career	transition	can	be	significant	life	stressors	(Rudisill	et	al.	2010)	and	extant	research	on	creative	careers	suggests	that	these	experiences	are	further	compounded	when	the	individual	has	strong	vocational	career	motivations	and	links	their	personal	identity	very	clearly	with	their	work	(Maxwell,	Seton	and	Szabo	2015;	Bennett	2009;	Jeffri	and	Throsby	2004).	This	study	reveals	that	stage	managers	have	a	strong	internal	and	emotional	connection	to	their	work	and,	as	a	result,	experience	complex	psychological	responses	during	challenging	times	or	periods	of	transition.	Prior	to	this	study,	the	deep	psychological	connection	that	stage	managers	experience	in	relation	their	work	was	poorly	understood.	Creative	vocation	was	the	domain	of	performers	and	artistic	personnel	within	live	performance-making	processes;	it	is	not	traditionally	believed	that	production	and	technical	personnel,	and	indeed	stage	managers,	feel	the	same	way.	Identifying	this	connection	and	how	it	contributes	to	complex	professional	experiences	for	stage	managers	is	a	key	finding	of	this	study.	The	issue	is	further	exacerbated	by	the	
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requirement	of	stage	managers	to	put	aside	their	own	emotional	needs	for	the	good	of	the	company	and	the	show.	As	one	participant	described,	I	feel	like	I	spend	my	entire	day	looking	after	other	people	and	making	sure	their	needs	are	met	and	everything	that	they	need	and	want	is	accounted	for	and	heard	and	then	you	get	to	the	end	of	the	day	and	you	are	completely	drained.	And	there's	absolutely	nothing	left	and	you	do	that	for	long	enough	…	you	get	so	tired	of	it.	So	tired	and	completely	burned	out.		The	study	indicates	that	while	stage	managers	understand	and	accept	that	there	will	always	be	an	element	of	emotional	self-sacrifice	required	in	their	role,	there	must	be	deeper	understanding	and	care	in	response	to	this	due	to	the	additional	burden	this	self-sacrifice	adds	to	potentially	already	complex	or	volatile	production	processes.	Strong,	resilient,	mentally	healthy	stage	managers	are	vital	to	the	success	of	any	production.			The	need	for	greater	social	support	structures	for	stage	managers	was	another	key	finding.	These	possible	social	support	mechanisms	include	those	within	the	sector	for	stage	managers,	and	avenues	within	the	profession	for	stage	managers	to	better	support	each	other.	A	number	of	participants	noted	the	importance	of	greater	mentoring	opportunities	within	the	profession.	It	was	suggested	that	mentors	could	provide	support	and	advice	both	during	occupationally	challenging	times	and	more	broadly	in	relation	to	career	development	challenges	and	transitions.	Mentors	can	act	as	‘confidante,	teacher,	sponsor,	role	model,	talent	developer,	door	opener,	protector,	and	successful	leader’	(Gray	1988,	10).	Stage	managers’	isolation	within	individual	production	processes	inhibits	their	ability	to	build	valuable	social	support	networks;	those	seeking	mentors	find	it	difficult	to	identify	and	locate	older	stage	managers,	practising	or	non-practising.	During	the	career	transition	process,	mentors	can	provide	advice	that	enables	individuals	to	make	informed	decisions	by	showing	them	the	reality	of	what	lies	ahead	(Gray	and	Gray	1990).	While	many	mentoring	approaches	focus	on	early-career	stages,	this	study	suggests	the	need	for	mentoring	across	the	whole	career	experience.	Developing	a	formal	mentoring	program	that	pairs	student	and	early-career	stage	managers	with	later	career	and	post-transition	stage	managers	would	be	of	professional	and	psychological	benefit	to	both	parties.	
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	A	number	of	interviewees	expressed	surprise	upon	learning	of	the	aims	of	this	research	project,	believing	their	own	career	development	challenges	and	transition	experiences	to	be	isolated.	This	suggests	a	lack	of	sharing	and	support	mechanisms	within	the	profession	itself.	Although	there	is	commonality	between	stage	managers	and	performing	and	other	production	artists	regarding	some	of	the	career	development	challenges	they	face,	stage	managers	experience	additional,	unique	challenges,	suggesting	that	they	could	certainly	benefit	from	increased	formal	and	informal	peer-mentoring	opportunities.	Clutterbuck	(2005,	1)	outlines	the	benefits	of	peer	mentoring:	
• sharing	experience,	knowledge	and	good	practice	
• challenging	each	other’s	assumptions	about	issues	such	as	leadership,	management	or	diversity	
• providing	a	sounding	board—someone	who	isn’t	involved	yet	is	sufficiently	concerned	to	listen	and,	where	appropriate,	guide	
• expanding	each	other’s	networks	
• opening	new	horizons	and	perspectives	for	each	other.			One	participant	who	has	transitioned	into	another	field	of	work	in	which	mentoring	is	a	strong	part	of	the	professional	culture	recounted	being	asked	by	a	new	colleague	about	previous	mentors:		And	I	thought	to	myself	‘I've	never	thought	about	having	a	mentor’,	so	I’ve	still	got	that	stage	manager	mentality	where	it's	like	every	man	for	himself	and	you	just	get	through.	There's	nobody	there	helping	you.			One	of	the	anticipated	outcomes	of	this	study	is	characterising	the	career	experiences	of	Australian	female	stage	managers	can	help	identify	and	enact	improved	mentoring	opportunities	and	social	support	structures.	Online	technologies	and	social	media	platforms	offer	the	chance	to	establish	real	and	virtual	communities	of	practice	for	Australian	female	stage	managers	that	could	provide	valuable	professional	and	psychological	support.	
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Organisational	and	Sectoral	The	need	for	organisational	and	sectoral	change	was	a	key	finding	of	this	study.	Other	than	the	complex	embedded	cultural	issues	participants	articulated	around	lack	of	organisational	support	for,	understanding	of,	and	value	placed	on	the	stage	management	role,	lack	of	access	to	various	organisational	support	structures	and	benefits	was	identified	as	a	significant	career	development	challenge.	As	discussed	earlier	in	this	chapter,	due	to	the	nature	of	the	employment	(generally	contractual	or	casual),	lack	of	access	to	leave	entitlements,	financial	entitlements	and	organisational	support	mechanisms	forms	a	major	career	development	challenge	for	stage	managers.		Professional	sportspeople	and	performing	artists	experience	similar	issues	during	times	of	career	transition.	The	Australian	note	of	the	OECD	Review	of	Career	Guidance	Policies	(2002,	15)	reported	that	‘career	transition	schemes	are	offered	to	ballet	dancers	and	athletes	by	the	Australian	Ballet	Company	and	the	Australian	Institute	of	Sport’.	The	SCOPE	initiative	explored	in	the	literature	review	also	offers	an	exemplar	for	different	sectors.	There	is	a	need	‘for	educational	and	vocational	guidance	to	be	accessible	for	a	larger	number	and	more	diverse	range	of	individuals	throughout	their	working	lives	in	a	broad	range	of	settings’	(Patton	and	McMahon	2002,	45). Accessing	these	important	career	guidance,	intervention	and	support	mechanisms	is	difficult	for	protean	careerists	and	those	undertaking	multi-occupational	careers	(Super	1980,	286);	therefore,	a	sectoral	approach	is	required	to	ensure	these	support	mechanisms	exist	for	careerists	unable	to	access	them	through	organisational	structures.			Occupational	transition	is	a	process	that	can	lead	to	complex	emotional	reactions	in	individuals	(Rudisill et al. 2010, 116).	This	was	certainly	reflected	in	the	responses	of	the	interviewees	and	this,	combined	with	lack	of	organisational	and	sectorial	support	mechanisms	exacerbate	the	complexity	of	the	experience.	One	of	the	key	findings	of	the	study	was	the	sense	of	both	of	identity	and	community	that	stage	managers	derive	from	their	work	(Jahoda	1982)	and	this	inturn	manifests	itself	in	significant	psychological	responses	for	stage	managers	contemplating	or	enacting	a	mid-career	transition.	Only	one	
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study	participant	had	sought	any	kind	of	formal	career	guidance	during	her	transition,	and	she	described	this	support	as	a	‘game	changer’.	The	researcher	noted	that	of	all	the	study	participants,	this	interviewee	communicated	the	least	amount	of	anxiety	and	the	most	resolution	in	relation	to	her	career	transition.	By	accessing	professional	guidance	during	this	transition,	she	was	able	to	adjust	‘aspirations	to	accommodate	external	reality’	(Chen	2004,	18).	Her	transition	was	certainly	the	most	effectively	managed	and	her	skillset	was	successfully	redeployed	into	related	artistic	and	educational	fields.			Australian	performing	arts	and	entertainment	organisations	must	work	harder	to	identify	and	support	their	staff—particularly	the	stage	managers	that	they	engage.	Lack	of	organisational	and	sectoral	support	and	loyalty	arose	again	and	again	in	the	interviews	as	major	career	development	challenges.			Jarvis	(2003,	6)	states	that		wherever	there	is	a	mismatch	between	workers’	strengths,	the	nature	of	the	work	and	current	labour	force	needs,	there	are	problems.	These	workers	either	stay	on	the	job,	unsatisfied	and	going	through	the	motions,	or	leave.	In	both	cases,	there	is	a	loss	of	productivity	and	a	waste	of	human	capital,	whether	measured	in	training	costs	or	unrealised	human	capital.		If	organisations	exhibited	greater	support	and	investment	in	their	casual	and	contractual	freelance	stage	managers,	the	industrial	and	economic	benefits	would	be	considerable.	Making	commitments	to	increase	engagement,	developing	more	full-time	ongoing	positions	within	companies	and	facilitating	access	to	organisational	benefits	are	essential.	If	career	counselling	and	guidance	mechanisms	were	readily	accessible	to	stage	managers,	the	benefits	for	the	industry	would	be	twofold:	1) The	stage	manager	stays	in	their	current	profession	having	addressed	and	resolved	their	discontent,	and	their	valuable	skillset	is	retained.	2) More	‘congruent	positions’	(Savickas	2001,	49),	still	within	the	industry,	can	be	identified,	and	access	to	re-skilling,	upskilling	and	re-education	opportunities	can	thus	occur.	The	skillset	is	then	redeployed	and	retained	within	the	sector.			
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The	long-term	financial	gains	for	organisations	through	human	resource	retention	and/or	redeployment	of	their	stage	managers	would	be	of	enormous	benefit.	As	one	interviewee,	who	has	completely	transitioned	out	of	stage	management,	said,	‘It’s	a	huge	loss	for	the	industry	when	these	people	bow	out	but	a	massive	gain	to	whoever	they	go	to’.	She	also	shared	a	conversation	with	her	current	employer,	who	told	her,	‘You	are	an	absolute	commodity	because	of	what	you	can	bring,	the	skills	that	you	have	…	that’s	why	we	always	want	[ex-]stage	managers	because	they	see	the	things	that	other	people	don’t	see.	They	pick	up	on	the	things	that	other	people	don’t	pick	up	on.	And	they	are	so	good	at	being	diplomatic	all	the	time.’	That’s	a	huge	gain	to	wherever	these	[ex-]stage	managers	have	gone.	Investing	in	deliberate	and	considered	talent	development	for	early	and	mid-career	stage	managers	would	of	value	to	performing	arts	and	entertainment	organisations	as	well	as	individual	stage	managers.	The	long	term-benefits	for	the	sector	would	be	considerable	if	former	stage	managers	considered	ongoing	career	development	within	the	industry	in	alternative	roles.		The	Australia	Council’s	2012	Women	in	Theatre	report	depicts	the	gender	imbalance	evident	in	the	Australian	theatre	industry,	and	outlines	the	impediments	to	long-term	and	sustainable	careers	that	are	specific	to	women	in	the	industry.	The	report	findings	are	reflected	in	those	of	this	study—one	of	the	most	overwhelming	themes	that	emerged	in	the	data	was	the	lack	of	compatibility	between	domestic	and	family	responsibilities	due	to	demands	of	the	stage	management	profession.	Stage	management	is	a	‘greedy	occupation’	(Hakim	2006),	as	it	often	involves	frequent,	lengthy	and	unpredictable	periods	of	travel,	irregular,	long	or	non-traditional	working	hours,	heavy	mental	and	physical	involvement	and	‘substantial,	continuous	and	predictable	output’	(Hakim	2006,	281).	The	career	experiences	of	the	participants	in	this	study	are	certainly	reflected	in	this	paradigm.	It	is	understood	that	these	sorts	of	occupations	will	never	be	family-friendly	(Hakim	2006)	and	this	appears	to	be	a	fundamental	reality	of	a	stage	management	career.		All	participants	in	the	study	either	believed	an	alignment	between	child-rearing	and	a	professional	stage	management	career	was	either	impossible	or	only	possible	with	
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extensive	personal	support	mechanisms	or	great	personal	sacrifice.	Super’s	(1980)	life-span	life-space	theory	reflects	this	understanding	that	undertaking	too	many	conflicting	roles	across	the	life-space	leads	to	conflict	and	disharmony,	and	requires	necessary	self-assessment	and	personal	and	professional	realignment.	As	one	interviewee	reflected,		I	can’t	see	myself	being	able	to	dedicate	myself	to	a	70,	80,	90-hour	production	week	knowing	I’ve	got	a	family	at	home	...	I	think	I’d	probably	do	two	jobs	badly.	And	I’d	much	rather	walk	away	and	go,	‘You	know	what?	That’s	me	done’.		However,	as	presented	in	the	previous	chapter,	one	interviewee,	who	worked	for	a	leading	international	theatre	company	for	a	time,	reflected	extensively	on	the	organisation’s	family-friendly	work	environment	and	culture.	Annabel	Jackson	offered	the	experience	as	an	exemplar	of	practice	and	an	affirmation	that	‘this	can	actually	happen’.	She	spoke	of	an	organisational	management	that	valued	all	staff	regardless	of	their	role,	promoted	good	working	conditions,	supported	their	technical	teams	and		was	so	brilliant	as	a	company	because	the	really	good	behaviour,	and	the	organisation,	filtered	down	from	the	top,	through	the	directors,	the	producers,	into	the	technical	team,	into	the	stage	managers,	into	the	cast.	She	indicated	that	this	culture	of	respect	and	understanding	enhanced,	rather	than	compromised,	the	quality	of	the	work	the	company	produced:		From	the	moment	I	arrived	there,	and	the	moment	I	met	them,	the	way	that	they	spoke	to	each	other,	and	the	environment	that	people	worked	in	was	really,	really	relaxed.	It	was	highly	organised,	everyone	was	extremely	good	at	what	they	did,	but	there	was	never	a	sense	of	ego	being	in	the	room	in	any	capacity.		She	further	outlined	the	company’s	social	aspect	and	a	culture	within	the	company	that	shifted	from	alcohol-centric	gatherings	to	family-friendly	gatherings,	recalling	an	event	in	a	rehearsal	room,	where	everyone	who	worked	in	the	theatre	brought	their	families	along	…	it	was	just	really,	really	gorgeous	and	all	these	people	working	there	with	all	their	families	hanging	out	with	each	other.			Organisations	that	support	their	staff	and	take	an	active	role	in	career	management	and	occupational	satisfaction	are	much	more	likely	to	retain	valuable,	highly	skilled	staff	(Smith	
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and	Sheridan	2006).	The	workplace	described	above	addresses	several	challenges	articulated	in	this	study’s	findings,	while	still	retaining	the	essence	of	what	draws	individuals	to	creative	careers:	It	just	created	this	sense	of	community	to	a	certain	extent	…	then	once	getting	into	the	theatre	and	into	the	rehearsal	room,	things	just	worked	very	well.	There	was	never	any	like,	‘You're	the	techies.	We're	the	artist’	kind	of	divide	going	on,	they	value	their	staff	very	well	by	making	sure	that	everyone	was	very	well	looked	after.	The	people	were	paid	well.	If	you	had	any	concerns	at	all,	they	would	just	kind	of	jump	in	there.	They	just	loved	their	jobs,	basically.	I	think	that's	what	it	actually	came	down	to.	That	they	really	loved	their	jobs	and	they	loved	working	with	these	people,	who	also	really	respected	them.	And	yes,	I	just	haven't	really	seen	that	before.		While	this	is	encouraging,	it	is	notable	that	this	example	of	a	theatre	company	that	promotes	family-friendly	practices,	a	respectful	egalitarian	work	environment	and	a	healthy	work‒life	balance	is	the	exception	rather	than	the	rule.	Also	of	note	is	that	these	practices	have	little	to	no	financial	or	resource	implications,	but	only	require	a	shift	in	long-standing	embedded	cultures,	practices	and	attitudes	within	the	sector.	By	identifying	and	articulating	existing	best-practice	models	within	the	live	performance	and	entertainment	industry	in	relation	to	workplace	culture,	family-friendly	practices	and	work‒life	balance,	a	benchmark	can	be	set	for	all	organisations.		
6.6 Implications	for	Theory	A	number	of	theoretical	contributions	have	been	made	by	this	study.	The	main	theoretical	contribution	to	emerge	is	that	internal	and	external	career	development	challenges	compound	for	Australian	female	stage	managers	and	diminish	career	rewards.	This	professional	dissatisfaction	forces	premature	career	transitions	and	contributes	to	a	disproportionate	workforce.	This	study	also	identified	and	articulated	the	scope	of	the	possible	career	development	challenges	that	mid-career	Australian	female	stage	managers	might	experience,	and	found	that	when	enough	of	these	challenges	occur	concurrently,	
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these	stage	managers	will	exit	the	profession.	Not	all	stage	managers	experience	the	same	set	of	challenges.		This	study	contributes	to	existing	protean	career	theory	(Hall	1976)	by	identifying	the	implications	for	individuals	experiencing	protean	careers	in	labour	markets	in	which	the	industry	need	is	greater	than	the	available	number	of	suitably	qualified	individuals.	Existing	protean	career	literature	focuses	on	employment	capabilities	and	strategies	to	promote	employability.	For	professional	stage	managers,	developing	employability	is	less	important	than	developing	individual	career-management	capabilities.	While	the	six	knowing	competencies	(DeFillippi	and	Arthur	1994;	Jones	and	deFillippi	1996)	are	still	essential	capabilities	for	stage	managers,	this	study	suggests	that	they	must	be	embedded	in	curriculum	design	in	a	manner	that	differs	from	most	creative	arts	education.			This	research	offers	a	further	contribution	to	protean	career	theory	(Hall	1976)	and	precarious	labour	literature	by	discussing	the	disadvantages	of	the	non-organisational	career	during	times	of	career	dissatisfaction	and	transition.			This	study	provides	a	theoretical	contribution	to	the	existing	literature	on	the	career	development	challenges	creative	and	performing	artists	face	(Jackson	1996;	Bennett	2007;	Bennett	2009;	Throsby	and	Zednik	2010;	Jeffri	and	Throsby	2004;	Maxwell,	Seton	and	Szabo	2015).	It	establishes	the	profession	of	stage	management	as	one	of	artistic	vocation	and	contributes	to	the	established	body	of	research	that	explores	career	development	challenges	experienced	when	work	reflects	individual	identity.	It	further	adds	to	the	existing	and	emergent	research	concerning	the	stage	management	profession	(University	of	Iowa	2010),	and	related	careers	in	live	performance	production	(Van	den	Eynde	et	al.	2014).			This	study	builds	on	current	women’s	career	theory	and	identifies	stage	management	as	a	‘greedy	occupation’	(Hakim	2006).	It	contributes	to	the	emerging	body	of	research	focusing	on	women	in	the	performing	arts	in	Australia,	and	characterises	a	previously	underexplored	profession	and	circumstances	specific	to	this	profession.	
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6.7 Limitations	of	the	Research	This	study	featured	a	number	of	limitations	that	must	be	acknowledged.	While	there	are	many	advantages	of	adopting	an	insider	research	position,	the	potential	for	bias	in	such	cases	must	be	considered.	As	the	field	of	the	study	was	in	the	researcher’s	own	area	of	professional	and	academic	practice,	an	Informed	Grounded	Theory	methodology	was	employed	in	order	to	provide	a	robust	framework	in	which	the	study	could	be	scaffolded	and	mitigate	the	risk	of	bias	in	presenting	the	research	findings.		The	sample	group	imposed	further	limitations	on	the	study.	While	the	number	of	interviewees	was	within	the	scope	and	scale	of	a	masters-level	research	project,	and	the	consistency	of	the	thematic	data	that	emerged	indicated	that	a	small	sample	size	was	appropriate	and	adequate,	this	study	is	by	no	means	exhaustive.	Participant	recruitment	presented	a	necessary	consideration,	and	while	efforts	were	made	to	source	a	range	of	individuals	(who	still	fitted	the	articulated	sample	demographics),	inevitably,	the	researcher’s	insider	position	meant	that	personal	familiarity	would	exist	between	the	researcher	and	a	number	of	participants.	While	this	provided	several	advantages	during	data	collection,	it	also	had	to	be	an	ongoing	consideration	to	ensure	that	the	research	aims	and	outcomes	of	the	project	remained	academically	rigorous	and	robust.		It	is	further	acknowledged	that	the	small	size	and	homogeneity	of	the	sample	group	for	this	study	provides	a	limited	perspective	and	neglects	alternate	cultural	perspectives.	Further	scope	too,	exists,	for	broader	exploration	of	the	national	perspective,	specifically	in	regional	areas.	While	this	study	was	only	concerned	with	a	specific	articulated	demographic	criteria	to	fit	within	the	appropriate	scope	and	scale	of	a	Masters	level	research	project,	it	is	acknowledged	that	a	more	diverse	demographic	range	of	interviewees	would	provide	further	robustness	to	the	research.			It	is	also	acknowledged	that	by	exclusively	seeking	stage	managers’	points	of	view	in	this	study,	only	one	perspective	is	presented,	a	level	of	self-report	bias	might	exist	in	the	interviewees’	responses.	It	is	further	acknowledged	that	due	to	the	researcher’s	insider	
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position,	the	potential	for	selection	bias	and	sample	bias	existed.	The	researcher	is	confident	that	such	bias	has	been	avoided	throughout	the	study,	although	the	potential	for	such	bias	must	be	addressed.	
	
6.8 Recommendations	for	Future	Research	Recommendations	for	future	research	arise	from	the	strategies	and	recommendations	outlined	earlier	in	this	chapter.	The	potential	for	case	study	research	that	tracks	and	presents	the	career	development	journeys	of	former	professional	stage	managers	has	been	identified	as	one	avenue	that	could	particularly	benefit	student	and	early-career	stage	managers.	Articulating	these	career	development	stories	and	making	them	available	to	those	in	their	early-career	stages	could	lead	to	more	strategic	and	less	reactive	career	decision-making	for	early-career	stage	managers	by	encouraging	them	to	take	a	longer	term,	more	holistic	view	of	their	own	career	development	journey.		Further	scope	exists	for	ongoing	research	into	more	effectively	managed	career	transition	processes	for	stage	managers,	especially	in	relation	to	the	development	and	accessibility	of	formal	career	guidance	and	counselling	mechanisms.	Additionally,	the	development	and	evaluation	of	formal	mentoring	programs	within	the	profession	offers	an	avenue	for	additional	research.		While	a	growing	body	of	research	in	Australia	focuses	on	mental	health	and	gender	issues	within	the	broader	sector,	significant	scope	remains	for	future	research	in	both	these	fields,	specifically	in	relation	to	the	stage	management	profession.	Again,	more	broadly,	this	study	has	identified	the	potential	for	greater	industry-wide	research	to	identify	ways	to	implement	more	family-friendly	practices,	more	respectful	and	inclusive	workplaces	and	a	greater	focus	on	health	and	work‒life	balance	across	the	Australian	live	performance	sector.			Further	scope	also	exists	for	future	research	of	the	profession	outside	of	the	articulated	demographic	restrictions	required	for	this	particular	study.	International	stage	management	perspectives,	stage	management	practice	in	regional	and	rural	areas,	and	
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research	that	represents	different	cultural	perspectives	within	the	profession,	provide	avenues	for	further	investigation.	Additionally	non-gendered	viewpoints	and	studies	exploring	the	career	experiences	of	early	and	late-career	stage	managers	provides	opportunities	for	future	research.		Of	particular	interest	to	the	researcher	is	the	potential	for	further	study	into	stronger	teaching	and	academic	practices	for	educators	at	a	tertiary	level	to	prepare	future	stage	managers	for	their	dynamic	and	challenging	future	careers.	This	could	take	the	form	of	pedagogic	models	that	embed	valuable	and	necessary	career-management	capabilities	in	vocationally	focused,	conservatoire-style	education	and	training.		
6.9 Conclusion	This	research	study	aimed	to	characterise	the	career	development	challenges	encountered	by	mid-career	Australian	female	stage	managers.	Available	census	data	indicated	a	number	of	specific	career	development	challenges	faced	by	this	professional	group	that	contribute	to	premature	workforce	exits	and	make	a	long-term	stage	management	career	unsustainable	for	many	Australian	women.	A	further	objective	of	the	project	was	to	characterise	this	group’s	transition	experiences	to	understand	how	effectively	they	are	being	managed	by	individuals	and	the	wider	sector.	With	so	much	of	the	available	literature	on	stage	management	functioning	as	‘how-to’	manuals,	there	was	an	identified	gap	in	the	literature	in	terms	of	research	that	addressed	career	development	and	transition	in	any	meaningful	way.			By	employing	a	narrative	enquiry	approach,	this	research	project	sought	to	tell	the	story	behind	the	statistics.	An	Informed	Grounded	Theory	methodology	and	thematic	data	analysis	provided	the	academic	framework	in	which	the	study	took	place;	a	series	of	interviews	with	practising	and	non-practising	professional	Australian	female	stage	managers	helped	develop	an	understanding	of	the	career	development	challenges	they	encountered.	The	findings	of	this	study	indicate	that	when	job	stress,	role	stress,	precarity,	incumbent	lifestyle	factors,	career	limitations	and	lack	of	social	support	systems	are	experienced	concurrently,	many	female	stage	managers	are	driven	to	a	mid-career	
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transition	from	their	profession.	A	further	key	finding	was	that	early-career	motivations	and	psychological	work	connections,	while	helpful	during	the	early-career	stage,	represent	a	significant	career	development	challenge	and	contribute	to	complex	career	transition	experiences.		The	study	outcomes	provide	benefits	for	both	the	individual	and	the	broader	sector.	By	exploring	the	value	and	contribution	of	stage	managers	within	the	realisation	of	live	performance,	it	is	hoped	that	an	increased	awareness	and	focus	on	the	profession	will	provide	stage	managers	with	improved	professional	satisfaction	that	leads	to	more	sustainable	career	outcomes	and	enhanced	professional	experiences.	Since	the	study	findings	are	multi-faceted,	strategies	and	recommendations	need	to	be	holistic	and	take	educational,	social	and	psychological	and	sectoral	and	organisational	approaches.			While	this	study	proposes	to	facilitate	greater	workforce	retention	for	stage	managers	by	increasing	their	professional	satisfaction,	it	also	acknowledges	that	much	about	the	profession—and	indeed,	the	wider	industry—is	inherently	unchangeable.	It	has	therefore	sought	at	all	times	to	ensure	that	any	findings	and	recommendations	are	practicable	and	achievable	within	the	broader	realities.	Therefore,	in	addition	to	increased	retention	strategies,	if	a	career	transition	cannot	be	avoided,	the	study	sought	to	address	how	those	transitions	can	be	better	managed,	leading	to	mutually	beneficial	outcomes	for	the	individual	and	the	whole	sector.		 	
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Appendices	
Appendix	1:	Live	Performance	Categories	as	Defined	by	Live	Performance	Australia	
in	Association	with	Australia	Council	for	the	Arts	and	the	Australian	Performing	Arts	
Centre	Association
Category	 Description		Ballet	and	dance	 Traditional	forms,	ethnic	dance,	folk	dance,	ballet,	ballroom,	Latin	dance,	liturgical	dance,	modern	dance,	ballet,	tap	and	breakdancing	Children’s/family	 Live	entertainment	for	children,	interactive	performances	for	children	and	workshops	for	children	Circus	and	physical	theatre	 Physical	theatre,	circus	and	burlesque	Classical	music	 Any	of	the	following	in	classical/contemporary	art	(i.e.	current,	but	not	‘pop’)	style:	orchestral	music,	chamber	music,	choirs	and	choral	music,	recitals,	and	Singing/playing.	All	styles	of	the	following:	sacred	music	and	traditional	music/ethnic	music/world	music	Comedy	 Stand	up,	comedy	performances	(but	not	comedy	plays)	Contemporary	music	 All	forms	of	the	following,	performed	by	any	type	of	ensemble	or	soloist	(including	any	ensemble/chorus/solo	musicians	advertising	a	program	that	is	exclusively	one	of	the	following	categories,	e.g.	‘pop’	or	‘jazz’	(as	in	the	Australian	Jazz	Orchestra):	pop,	jazz,	blues,	country,	rock,	folk,	soul,	R&B,	techno,	hip	hop,	rap,	heavy	metal	and	electronic	dance	music	Festivals	(multi-category)	 Festivals/events	that	contain	a	number	of	different	types	of	events	that	fall	into	two	or	more	categories	Festivals	(single	category)	 Festivals/events	that	contain	a	number	of	events	but	that	fall	into	one	category	only	Musical	theatre	 Staged	productions	that	include	music/drama/movement	in	popular	form,	primarily	(but	not	limited	to):	musicals	and	cabarets	in	cabaret	mode/style	Opera	 Theatrical	presentations	in	which	a	dramatic	performance	is	set	to	music	in	classical	or	contemporary	art	style:	opera	and	operetta	(includes	Gilbert	and	Sullivan)	Special	events	 Unique	presentations	that	do	not	fall	into	any	other	category	Theatre	 Script-based	theatre,	drama,	comedy	theatre,	mime	and	plays	
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Appendix	2:	List	of	cultural	occupations	as	defined	by	the	Australian	Bureau	of	
Statistics	(2012)		 Heritage	Built,	Collectable	and	Environmental	Heritage	Workers	Antique	Dealer	Arts	Administrator	or	Manager	Conservator	Environmental	Manager	Gallery	or	Museum	Curator	Gallery	or	Museum	Guide	Gallery	or	Museum	Technician	Park	Ranger	Zookeeper	Library	and	Archive	Workers	Archivist	Librarian	Library	Technician	Library	Assistant	Other	Heritage	Workers	Gallery,	Library	and	Museum	Technicians	Archivists,	Curators	and	Records	Managers	Gallery,	Museum	and	Tour	Guides	Arts		Writers	and	Print	Media	Workers	Author	Book	or	Script	Editor	Authors,	and	Book	and	Script	Editors	Classified	Advertising	Clerk	Copywriter	Newspaper	or	Periodical	Editor	Print	Journalist	Radio	Journalist	Technical	Writer	Television	Journalist	Journalists	and	Other	Writers	Journalists	and	Other	Writers	Proof	Reader	Performing	Artists	and	Music	Composers	Actor	Dancer	or	Choreographer	
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Entertainer	or	Variety	Artist	Actors,	Dancers	and	Other	Entertainers	Actors,	Dancers	and	Other	Entertainers	Composer	Music	Director	Musician	(Instrumental)	Singer	Music	Professionals	Music	Professionals	Radio	Presenter	Television	Presenter	Performing	Arts	Support	Workers	Art	Director	(Film,	Television	or	Stage)	Director	(Film,	Television,	Radio	or	Stage)	Director	of	Photography	Film	and	Video	Editor	Program	Director	(Television	or	Radio)	Stage	Manager	Technical	Director	Video	Producer	Film,	Television,	Radio	and	Stage	Directors	Film,	Television,	Radio	and	Stage	Directors	Artistic	Director	Media	Producer	(excluding	Video)	Make	Up	Artist	Production	Assistant	(Film,	Television,	Radio	or	Stage)	Visual	Arts	and	Crafts	Professionals	Painter	(Visual	Arts)	Potter	or	Ceramic	Artist	Sculptor	Visual	Arts	and	Crafts	Professionals	Visual	Arts	and	Crafts	Professionals	Photographer	Architects	and	Urban	Planners	Architect	Landscape	Architect	Architects	and	Landscape	Architects	Urban	and	Regional	Planner	Architectural	Draftsperson	Design	Workers	Advertising	Specialist	
	128	
Fashion	Designer	Industrial	Designer	Jewellery	Designer	Fashion,	Industrial	and	Jewellery	Designers	Graphic	Designer	Illustrator	Multimedia	Designer	Web	Designer	Graphic	and	Web	Designers,	and	Illustrators	Interior	Designer	Multimedia	Specialist	Web	Developer	Multimedia	Specialists	and	Web	Developers	Signwriter	Visual	Merchandiser	
Broadcasting,	Film	and	Recorded	Media	Equipment	Operators	
Broadcast	Transmitter	Operator	Camera	Operator	(Film,	Television	or	Video)	Light	Technician	Sound	Technician	Television	Equipment	Operator	Performing	Arts	Technicians	Motion	Picture	Projectionist	Printing	Workers	Printing	Trades	Workers	Print	Finishers	and	Screen	Printers	Print	Finisher	Screen	Printer	Graphic	Pre-press	Trades	Worker	Printers	Printing	Machinist	Small	Offset	Printer	Printing	Assistants	and	Table	Workers	Printer's	Assistant	Printing	Table	Worker	Other	Arts	Support	Workers	Art	Teacher	(Private	Tuition)	Dance	Teacher	(Private	Tuition)	Drama	Teacher	(Private	Tuition)	Music	Teacher	(Private	Tuition)	
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Cinema	or	Theatre	Manager	Community	Arts	Worker	Musical	Instrument	Maker	or	Repairer	Photographer's	Assistant	Picture	Framer	Other	Arts	Workers	Arts	and	Media	Professionals	Arts	Professionals	Media	Professionals	
Artistic	Directors,	and	Media	Producers	and	Presenters	
Performing	Arts	Technicians	Other	Cultural	Occupations	Social	Professionals	Historian	Interpreter	Translator	Social	Professionals	Minister	of	Religion	Funeral	Workers	Funeral	Director	Funeral	Workers	Civil	Celebrant		 	
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Appendix	3:	Position	Description—West	Australian	Ballet
	
C:\Users\tcurrie\Desktop\Production Stage Manager 17 March 08.docx 1/3 
 
 
 
WEST AUSTRALIAN BALLET 
 
Duty Statement 
 
 
 
POSITION: Production Stage Manager 
 
REPORT TO:   Technical Director 
 
 
HOURS OF WORK:  10.00am – 6.30pm (with 1 hour lunch break) 
38 hours per week  
    Conditions as per the award   
  
 
 
JOB SUMMARY 
 
The Production Stage Manager co-ordinates all aspects of technical rehearsal that 
contribute to the completion of a fully staged dance production. 
 
During the production week, the Production Stage Manager performs the role of 
Stage Manager and prepares the calling score and then calls cues that affect 
changes in lighting, sound, wardrobe, wigs and scenic movement. The Production 
Stage Manager directs the Assistant Stage Manager in matters relating to props, 
quick changes general show running.   
 
Ensures the technical schedule is followed and that dancers, technical staff and 
orchestra do not infringe breaks or overrun without prior authority.  
 
The Production Stage Manager is also responsible for archiving the show running 
information if the production is entering the West Australian Ballet repertoire and 
maintaining the CD library. 
 
During non-production periods, the Production Stage Manager, prepares up-coming 
tours, liaises with the Artistic Administrator regarding tour logistics and assists the 
Technical Director with planning and scheduling as required.  
 
 
KEY WORKING RELATIONSHIPS 
 
x The position reports to the Technical Director as a member of the Technical 
Department; 
 
x works closely with and supports the Technical Director; 
 
x works closely with the Artistic Administrator, creative team, production staff, 
venue staff, and dancers;  
 
x maintains excellent relationships with venue managements, suppliers and 
contractors particularly in relation to the distribution of information. 
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KEY ACCOUNTABILITIES AND FUNCTIONS 
 
x Run Prompt Corner for all performances, giving directions for cueing of all 
lighting scenic and effect changes. Cueing sound or liaising with orchestral 
staff when an orchestra is resident. 
 
x Prepare the prompt copy (calling score) quick change plots, running plots, 
props plots, scenic movement plots and follow spot plots for the efficient 
running of the production week and performance run. 
  
x Ensure the technical schedule is followed and that the creative team, dancers, 
technical staff and orchestra do not infringe breaks or overrun without prior 
authority. 
 
x Co-ordinate with the creative team on all matters relating to the final lighting 
props, costume and scenic elements of the production; 
 
x Issue rehearsal reports during rehearsal and show reports during 
performance, in an effort to keep communication current between show staff, 
Ballet management and external suppliers; 
 
x In association with the creative team, help to source both rehearsal and 
performance props required for new productions;  
 
x Ensure all equipment necessary for rehearsals is present for in all rehearsal 
studios, including temporary spaces and on tour; 
 
x Contact venue managements and collate venue technical data for upcoming 
tours and residencies; 
 
x Assist with the preparation of ATA Carnet for International touring; 
 
x During regional touring, assist as necessary with bump ins and bump outs; 
 
x Ensure accurate archiving and cataloguing of stage manager scores, music 
scores and parts, other material relating to productions. 
 
 
SPECIFIC DUTIES 
 
 General 
 
x Make preparations in association with the Wardrobe department for any quick 
changes required  
x In association with Choreographer and Artistic Staff co-ordinate and manage  
– all curtain calls, FOH announcements, and any other event associated with 
a performance 
x Monitor refreshment facilities backstage for performers at HMT and on tour 
x Arrange dressing room accommodation at HMT and on tour and produce a 
Dressing Room list with rooms appropriately labeled 
x Manage backstage security for artists valuables 
x Produce “signing-in sheets” for performers and check at half hour call that all 
those required are present 
x Maintain a backstage first aid kit and monitor it’s use, re-stocking as required 
x In association with Artistic Staff and Production Management, produce CDs 
as required for rehearsals and performances 
x When appropriate operating lighting or sound equipment if required 
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x Keep records (and photos) of all props eventually used in a production with a 
note of their source and any other relevant information 
 
 
Stage management 
 
x Call all performances for both main stage and touring performances 
x Ensure all aspects of stage management and on-stage conduct is consistent 
with the highest industry standards 
 
 
Touring 
 
x Operate sound or AV playback if required. 
x Produce “signing-in sheets” for performers and check at half hour call that all 
those required are present 
x Maintain contact with and know the general whereabouts of all performance 
personnel at all times whilst on tour 
x Instruct venue crews in the running of the performance with relation to flys, 
props, sound and lighting. 
x Ensure the rehearsal CD playback system is available for class and 
rehearsals on stage in touring venues. 
 
 
Other 
 
x Create or dress personal props if necessary 
x Manage petty cash spending 
x Assist with archiving productions in to repertoire 
x Other duties as consistent with this PD or as directed by the Technical 
Director 
 
 
EXPERIENCE and TRAINING 
 
x Candidates must possess tertiary qualifications in stage management or a 
related field, or possess relevant industry experience,  
x Excellent organisational skills, and the ability to present information in a clear 
and concise manner both written and orally, 
x Solid experience in maintaining databases (ie Excel & Filemaker Pro etc), 
x Willingness to train in areas such as lighting A/V and sound operation, CAD 
manipulation etc. 
x Display a keen ability to multi-task and to thrive in a busy environment.  
 
 
WEST AUSTRALIAN BALLET 
 
West Australian Ballet (based at His Majesty’s Theatre Perth) is a leading State 
Flagship Company, performing a dynamic and extensive series of ballet and 
contemporary dance works in metropolitan Perth, regional Australia and 
internationally. 
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Appendix	4:	Position	Description—Sydney	Symphony	Orchestra
	
 
Position Description  
Position:  Stage Manager 
Department:  Orchestra Management 
Reports to:  Head of Production  
Supervises:  Staging crew 
Salary:   $75,000 per annum 
 
Role Objective: 
Successfully stage manage all Sydney Symphony Orchestra rehearsals, concerts and events. 
Key Responsibilities & Duties: 
x Communicates with musicians, conductors, artists, artistic planners, orchestra managers and front of 
house staff to integrate artistic expectations and technical requirements on stage.  
x Advise musicians, conductors, artists, patrons, front of house and venue staff of the rehearsal, 
performance and event times and breaks, through FOH & BOH announcements. 
x Liaise with recording and broadcast crew to ensure stage preparations meet recording and broadcast 
requirements. 
x Implement and report on the Sydney Symphony Orchestra sound monitoring system on stage. 
Undertake regular set ups and monitoring of orchestral sound levels.  
x Ensure all actions on stage at each venue comply with Workplace Health & Safety requirements and 
safety risk assessments. Liaise with all staging crew on workplace health & safety matters, report all 
safety issues to the Head of Production and complete safety incident reports as required. 
x Undertake and/or ensure stage and venue safety induction training sessions for the Sydney 
Symphony Orchestra. 
x Create and distribute reports for each rehearsal, performance and event. 
x Create call sheets and mark up scores when required. 
x Assist the Head of Production for orchestral activities including commercial and special events. 
x Other duties as required by the Head of Production. 
Personal Skills:  
x Demonstrated success and experience in the stage management of professional and commercial 
productions. 
x Knowledge of and expertise in translating current workplace health & Safety legislation to stage craft 
x Experienced in the risk assessment and risk management of staging rehearsals, performances and 
events. 
x Ability to read music. 
x High level verbal and written communication skills. 
x Strong leadership and interpersonal skills, a team player and proven ability to work well with creative 
and artistic persons. 
x Excellent organisational skills, an effective problem solver with demonstrated conflict management 
and negotiation skills. 
x Computer literate and competent working in Microsoft word and excel. 
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Appendix	5:	Position	Description—Dubai	Opera
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Appendix	6:	Interviewee	Recruitment	Email	
Subject	Title:		
Participate	 in	 a	 research	 study	 investigating	 the	 career	 transitions	 of	 professional	 female	 Stage	
Managers	in	Australia	
	
	
Dear	xxxx	
	
My	name	is	Carly	O’Neill	from	the	Queensland	University	of	Technology	Creative	Industries	Faculty	and	
I’m	doing	a	Master	of	Arts	 (Research)	 investigating	 the	career	 transitions	of	professional	 female	stage	
managers	in	Australia.	
	
I	am	looking	for	professional	female	Australian	stage	managers	between	the	ages	of	26	and	45	who	are	
currently	 practising,	 not	 currently	 practising	 or	 no	 longer	 practising,	 to	 participate	 in	 a	 one-hour	
interview	with	questions	relating	to	career	development	challenges	and	experiences	during	periods	of	
career	transition.	Participants	should	have	a	relevant	tertiary	qualification	in	the	field	or	minimum	five	
years	of	demonstrated	employment	at	a	professional	level.	Participants	can	be	in	Australia	or	overseas.	
	
Please	 view	 the	 attached	 Participant	 Information	 Sheet	 and	 Consent	 Form	 for	 further	 details	 on	 the	
study.		
	
Should	you	wish	to	participate	or	have	any	questions,	please	contact	me	via	email.		
	
Please	note	that	this	study	has	been	approved	by	the	QUT	Human	Research	Ethics	Committee	(approval	
number	1600000540).	
	
Many	thanks	for	your	consideration	of	this	request.	
	
	
Carly	O’Neill	
Master	of	Arts	(Research)	Student		
07	3138	3377	
cm.oneill@qut.edu.au		
	
Dr	Ruth	Bridgstock		
Supervisor	
07	3138	8587	
r.bridgstock@qut.edu.au		
	
Creative	Industries	Faculty	
Queensland	University	of	Technology	 	
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Appendix	7:	Interviewee	Participant	Information	Sheet
	
PARTICIPANT	INFORMATION	FOR	QUT	RESEARCH	PROJECT	
–	Interview	–	
	
Exit	Stage	Left:		
Mid	career	transitions	of	female	stage	managers	in	Australia		
	
QUT	Ethics	Approval	Number	1600000540	
	
RESEARCH	TEAM		
Principal	Researcher:	 Carly	O’Neill	 Master	of	Arts	student	
Associate	Researcher:	 Dr	Ruth	Bridgstock	 Supervisor	
	 Creative	Industries	Faculty,	Queensland	University	of	Technology	(QUT)	
	
DESCRIPTION	
This	project	is	being	undertaken	as	part	of	Masters	of	Arts	(Research)	for	Carly	O'Neill.		
	
The	 purpose	 of	 this	 project	 is	 to	 investigate	 the	mid-career	 transitions	 of	 Australian	 female	
stage	managers.	 Through	 a	 series	 of	 interviews	with	 practising	 and	 non-practising	 Australian	
female	 stage	managers	between	 the	ages	of	26	 to	45,	 this	 research	aims	 to	 characterise	 the	
experiences	of	professional	Australian	female	stage	managers	during	times	of	career	transition.	
The	study	aims	to	explore	and	construct	a	comprehensive	picture	of	the	challenges	faced	by	the	
profession	in	order	to	investigate	if	there	are	recurrent	issues	being	encountered	that	may	be	
contributing	to	early	career	exits	and	a	resulting	workforce	shortage.	
	
The	information	collected	will	be	used	in	a	published	thesis	and	may	also	be	used	in	future	and	further	
publications.	
	
You	are	invited	to	participate	in	this	project	because	you	are	an	Australian	female	professional	
stage	manager	(practising,	no	longer	practising	or	not	currently	practising)	between	the	ages	of	
26	to	45.	
	
PARTICIPATION	
Your	participation	will	involve	an	audio-recorded	interview	at	QUT	or	other	agreed	location	or	
via	Skype	that	will	take	approximately	one	hour	of	your	time.		
	
Questions	will	include		
	 1)	What	do	you	think	the	biggest	challenges	are	when	trying	to	maintain	a	career	as	a	
stage	manager?	
	 2)	What	is	the	biggest	challenge	you	have	personally	faced	in	your	career	as	a	stage	
manager?	
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Your	participation	in	this	project	is	entirely	voluntary.	On	request,	you	will	be	provided	with	transcripts	of	your	
interview	and	will	have	the	opportunity	to	review	your	responses	and	request	complete	withdrawal	from	the	
project	or	removal	of	comments	from	the	published	thesis	within	two	weeks	of	receiving	the	transcripts.	If	you	do	
agree	to	participate	you	can	withdraw	from	the	project	without	comment	or	penalty.	If	you	withdraw	within	two	
weeks	from	your	interview	session	or	within	two	weeks	from	receiving	copies	of	transcripts,	on	request	any	
identifiable	information	already	obtained	from	you	will	be	destroyed.	Your	decision	to	participate	or	not	
participate	will	in	no	way	impact	upon	your	current	or	future	relationship	with	QUT.		
	
EXPECTED	BENEFITS	
It	is	expected	that	this	project	will	not	benefit	you	directly.	However,	it	may	benefit	current	and	future	
practitioners,	educators	in	the	field,	and	arts	and	entertainment	organisations	by	providing	a	better	understanding	
of	the	sector	that	may	help	inform	future	workforce	retention	strategies.	
	
RISKS	
There	are	minimal	risks	associated	with	your	participation	in	this	project.	These	include	potential	damage	to	your	
reputation	or	professional	standing	due	to	information	discussed	in	the	interview	that	is	published	in	the	final	
thesis.	In	order	to	avoid	such	a	risk,	you	will	be	given	the	opportunity	to	review	and	amend	transcripts	of	your	
interview	session;	all	information	relating	to	specific	organisations	and	individuals	will	also	be	de-identified	and	
pseudonyms	used	in	the	final	published	thesis.	
	
There	is	the	potential	for	some	discomfort	during	the	interview	process	due	to	the	personal	nature	of	some	of	the	
questions.	If	during	the	interview	you	are	uncomfortable	in	answering	any	question,	you	can	just	ask	to	skip	it	or	to	
terminate	the	session.	
	
PRIVACY	AND	CONFIDENTIALITY	
All	comments	and	responses	will	be	treated	confidentially	unless	required	by	law.	All	data	will	be	de-identified	and	
pseudonyms	used	in	the	final	published	thesis.	
	
As	the	project	involves	an	audio	recording:	
● You	will	have	the	opportunity	to	verify	your	comments	and	responses	prior	to	final	inclusion.	
● The	audio	recording	will	be	destroyed	5	years	after	the	last	publication.	
● The	audio	recording	will	not	be	used	for	any	other	purpose.	
● Only	the	named	researchers	will	have	access	to	the	audio	recording.	
● It	is	not	possible	to	participate	in	the	project	without	being	audio-recorded.	
	
Any	data	collected	as	part	of	this	project	will	be	stored	securely	as	per	QUT’s	Management	of	research	data	policy.	
	
Please	note	that	non-identifiable	data	collected	in	this	project	may	be	used	as	comparative	data	in	future	projects	
or	stored	for	secondary	analysis.	
	
CONSENT	TO	PARTICIPATE	
Please	sign	the	written	consent	form	(enclosed)	to	confirm	your	agreement	to	participate.		
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If	you	are	a	remote	participate	(i.e.	being	interviewed	via	Skype	from	your	location	overseas	or	interstate)	you	will	
need	to	communicate	your	consent	via	return	email.	
	
QUESTIONS	/	FURTHER	INFORMATION	ABOUT	THE	PROJECT	
If	you	have	any	questions	or	require	further	information	please	contact	one	of	the	researchers	listed	below:		
	
Carly	O’Neill	 07	3138	3377	 cm.oneill@qut.edu.au	
Ruth	Bridgstock	 07	3138	8587	 r.bridgstock@qut.edu.au	
	
CONCERNS	/	COMPLAINTS	REGARDING	THE	CONDUCT	OF	THE	PROJECT	
QUT	is	committed	to	research	integrity	and	the	ethical	conduct	of	research	projects.	However,	if	you	do	have	any	
concerns	or	complaints	about	the	ethical	conduct	of	the	project	you	may	contact	the	QUT	Research	Ethics	Advisory	
Team	on	07	3138	5123	or	email	ethicscontact@qut.edu.au.	The	QUT	Research	Ethics	Advisory	Team	is	not	
connected	with	the	research	project	and	can	facilitate	a	resolution	to	your	concern	in	an	impartial	manner.	
	
THANK	YOU	FOR	HELPING	WITH	THIS	RESEARCH	PROJECT.		
PLEASE	KEEP	THIS	SHEET	FOR	YOUR	INFORMATION	
	
	 	
	139	
Appendix	8:	Interviewee	Consent	Form
	
CONSENT	FORM	FOR	QUT	RESEARCH	PROJECT	
–	Interview	–	
	
Exit	Stage	Left:		
Mid	career	transitions	of	female	Stage	Managers	in	Australia		
	
QUT	Ethics	Approval	Number	1600000540	
	
RESEARCH	TEAM	CONTACTS	
Carly	O’Neill	 07	3138	3377	 cm.oneill@qut.edu.au	
Ruth	Bridgstock	 07	3138	8587	 r.bridgstock@qut.edu.au	
	
STATEMENT	OF	CONSENT	
By	signing	below,	you	are	indicating	that	you:	
• Have	read	and	understood	the	information	document	regarding	this	project.	
• Have	had	any	questions	answered	to	your	satisfaction.	
• Understand	that	if	you	have	any	additional	questions	you	can	contact	the	researcher.	
• Understand	that	you	are	free	to	withdraw	at	any	time	without	comment	or	penalty.	If	you	withdraw	within	two	
weeks	 from	your	 interview	session	or	within	 two	weeks	 from	receiving	 copies	of	 transcripts,	on	 request	any	
identifiable	information	already	obtained	from	you	will	be	destroyed.	
• Understand	that	 if	you	have	concerns	about	the	ethical	conduct	of	 the	project	you	can	contact	the	Research	
Ethics	Advisory	Team	on	073138	5123	or	email	ethicscontact@qut.edu.au.	
• Understand	that	the	project	will	include	an	audio	recording.	
• Understand	 that	non-identifiable	data	collected	 in	 this	project	will	be	used	 in	a	published	 thesis	and	may	be	
used	in	subsequent	publications.	
• Agree	to	participate	in	the	project.	
	
	
Name	 	
Signature	 	
Date	 	
	
PLEASE	RETURN	THIS	SIGNED	CONSENT	FORM	TO	THE	RESEARCHER.	
	
IF	YOU	OPT	TO	PARTICIPATE	REMOTELY	(VIA	SKYPE)	PLEASE	COPY	AND	PASTE	THIS	PAGE	IN	A	RETURN	EMAIL	TO	THE	RESEARCH	TEAM.	 	
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Appendix	9:	Interview	Instrument
	
–	Interview	Instrument	–	
	
Exit	Stage	Left:		
Mid	career	transitions	of	female	stage	managers	in	Australia		
	
QUT	Ethics	Approval	Number	1600000540		
Interviewee:	 	 	 	 	
	
Date	and	time	of	Interview:	 	 	 	 Location	of	interview:		
Where	do	you	work,	and	what	do	you	do	in	that	role	/	those	roles	right	now?	
	
Briefly	describe	your	educational	and	professional	history	to	date.	
	
How	did	you	get	into	stage	management?	
	
What	were	/	are	the	best	bits	about	being	a	stage	manager?	
	
What	were	/	are	the	worst	bits	about	being	a	stage	manager?	
	
<if	not	currently	/	no	longer	practising>		
	
Tell	me	more	about	what	led	to	your	decision	to	move	on	from	stage	management.	
	- probe	for	push	/	pull	factors	
	
	
Was	there	a	specific	challenge	or	situation	you	faced	that	may	have	led	you	to	consider	
leaving	stage	management?	
	
<if	currently	practising>		
	
Have	you	ever	considered	leaving	Stage	management	as	a	career?	If	so,	why?	
	
	
If	so,	can	you	tell	me	about	a	specific	challenge	or	situation	you	have	personally	faced	that	
may	have	led	you	to	consider	leaving	stage	management?	
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How	did	you	respond	to	that	challenge?	
	
	
	
How	did	your	friends,	family	and	colleagues	respond?	
	
	
	
How	did	the	organisation	you	were	working	for	at	the	time	respond?	
	
	
	
Where	did	you	seek	support?	
	
	
	
When	you	first	started	did	you	think	you	would	be	a	stage	manager	for	the	duration	of	your	
whole	career	or	did	you	always	think	you	would	change	careers	at	some	point?	
	
	
<for	those	who	have	left	stage	management>		
	
Can	you	tell	me	about	your	experience	of	leaving	stage	management?	
	
	
	
<for	those	who	are	considering	leaving	stage	management>		
	
What	do	you	imagine	your	career	post-stage	management	will	be	like?	
	
	
	
<if	currently	practising>		
	
What	are	the	factors	that	support	and	enable	you	to	continue	practising	as	a	stage	manager?	
	
Is	there	anything	you	wish	you’d	done	differently	in	relation	to	your	career?	
	
	
What	do	you	think	the	biggest	challenges	are	to	having	a	long-term	career	as	a	stage	
manager?	
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Do	you	think	a	long-term	career	as	a	stage	manager	(generally	is	possible)	and	for	women?	
Why	/	why	not?	
	
	
	
What	(if	any)	changes	do	you	think	could	be	made	to	the	industry	and	/	or	the	profession	to	
enable	a	long-term	sustainable	career	in	stage	management?				
When	you	were	starting	out,	what	do	you	wish	you	had	known	then	that	you	know	now?	
	
	
		
NOTES:	
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Appendix	10:	Full	Open	Coding	Table	
RQ—What	are	the	career	development	challenges	that	Australian	female	stage	
managers	face?	
Open	code	 Properties	 Examples	of	participants’	words	Work‒life	balance	 The	time	and	emotional	commitment	required	in	the	role	leads	to	a	lack	of	work‒life	balance.	This	leads	to	resentment	and	feelings	of	‘missing	out’.	
Lack	of	work‒life	balance	(SJ,	IB,	AT)		Missing	out	on	a	regular	life	(AT)		And	as	much	as	you	can	enjoy	the	job,	sometimes	you	go,	‘You	know	what?	My	90-hour	week,	I’ve	done	nothing	else	except	sleep	and	work’.	(NR)		Self-sacrifice	(SM)		It's	just	extraordinary	the	freedom	it	gives	you	and	the	work	balance	that	you	get	back,	why	would	I	give	that	up	...	I	don't	want	to	be	the	angry	old	stage	manager	that	nobody	wants	to	work	with.	(SJ)			I	think	the	biggest	challenge	is	work‒life	balance,	I	think.	Because	you	know,	it's	all	the	crazies	and	all	that	sort	of	stuff	but	at	the	end	of	the	day	if	you're	spending	more	time	with	the	crazies	than	with	anybody	who	you'd	call	a	friend	outside	of	that	show	finishing,	how	can	that	be	healthy	for	you?	And	there's	this—I	think	there's	the	lack	of	work‒life	balance	because	it's	expected	that	you	will	work	60‒70	hours	a	week	and	come	tech	week	hands	down	you	have	to	work	60‒70	hours.	So	if	you're	doing,	how	many	tech	a	weeks	a	year	and	it	takes	a	while	to	get	over	it	‘cause	then	you	get	to	opening	night	and	then	you've	got	to	come	down	from	that	and	try	to	get	the	show	kicking	over.	So	that's	a	huge	chunk	of	time	that's	gone	and	it's	the	constant	flip-flop	between	rehearsals	during	the	day	then	doing	shows	at	night,	or	if	you	are	at	the	mercy	of	saying	yes	to	every	gig,	then	the	really	terrible	time	when	you're	crossing	over	your	rehearsals	during	the	day	and	then	you're	on	a	different	show	at	night.	There	is	no	time	for	anything,	you’re	working	90	hours	a	week	and	...	like	you	put	everything	on	hold	until	you	get	into	the	season	and	you’ve	got	couple	of	days	to	deal	with	your	personal	stuff.	Everything	[else]	has	to	wait	...	(SJ)		I	think	it's	possible,	but	I	think	it	takes	a	lot	of	sacrifice.	I	think	that's	the	big	thing.	If	you’re	willing	to	sacrifice	being	there	with	your	family,	having	those	connections,	going	to	kids’	birthday	parties	or	going	to	weddings	and	having	family	and	all	that	kind	of	stuff,	then	perhaps	it's	for	you	and	that's	what	you	need	to	do.	There	may	be	arts	organisations	out	there	that	are	really	supportive	of	those	things	and	your	time	and	that	kind	of	thing.	I	think,	sadly,	they’re	quite	rare	in	terms	of	that	support.	Even	if	they	say	they	might	be,	I	think	ultimately,	they’re	still,	‘Get	the	job	done’.	(AW)		I	think	it	is	possible	if	someone's	aware	of	the	sacrifices	that	they	need	to	make.	I	think	if	you	get	to	a	point	and	then	feel	like	you've	sacrificed	things	you	didn't	realise	you	had	to,	you	probably	get	out	pretty	fast	and	make	those	things	happen.	I	think	for	men,	I	think	it's	absolutely	possible	and	I've	seen	it	a	hundred	times.	(AW)		I	don't	think	that	there's	a	successful	work‒life	balance	being	a	stage	manager	that's	more	available	to	you,	I	guess,	but	there’re	some	senior	roles	and	there	are	some	full-time	roles	which	work,	but	I	think	even	then,	if	something’s	going	wrong,	you’re	just	asked	or	expected	to	stay	back	or	something	like	that.	I	haven't	witnessed	a	successful	work‒life	balance,	I	don't	think.	(AW)		I	remember	[my	stage	management	lecturer	at	university]	emphasising	very	clearly,	I	remember	her	saying,	‘You	will	miss	out	on	birthdays,	you	will	miss	out	on	weddings,	you	will	not	have	a	social	life	and	that’s	the	job’.	I	remember	hearing	this	and	going,	‘Ooh	but	it	will	be	fun’.	Yes	I	was	such	a	naive	kid	and	it’s	now	in	the	last	years	I	go,	I	didn’t,	I	heard	it	
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but	I	didn’t	really	take	it	on	board.	(NR)		If	I	could	do	the	role	and	I	could	do	a	kind	of—And	afford	to	take	breaks	every	couple	of	months	or	just	have	more	of	a	work‒life	balance,	I	think	I’d	try	and	stay	in	it	but—I	just	don’t	feel	it’s	viable	long	term,	I	can’t	see	myself	doing	this	in	20	years’	time.	(IB)		I	think	like	everybody	that	works	in	this	industry	you	miss	important	life	things.	You	miss	weddings,	you	miss	funerals,	you	miss	family	things.	Which	I	don’t	regret	having	missed	any	of	that	stuff	but	it	just	makes	it	like	harder	and	it	puts	a	strain	on	relationships	and	things	as	well.	(IB)		I'm	sorry	I	missed	a	lot	of	things	that	at	the	time	didn't	matter.	But	I	didn't	make	my	brother's	30th	birthday	because	I	had	a	concert	at	[major	venue].	Well,	it	didn't	matter	at	the	time.	It	didn't	matter	to	him.	I’m	guessing	in	the	grand	scheme	of	things	it	doesn't	actually	matter,	but	it	also	does	and	so	now	I'm	less	and	less	inclined	to	take	any	work	that	impedes	on	those	key	important	moments	in	my	life	that	may	be	coming	up	or	that	I'm	aware	of.	And	for	all	sorts	of	private	life	matters	it	is	easier	for	me	to	take	time	off	as	a	[another	job].	It's	a	lot	easier	to	have	a	day	out	of	the	theatre	than	it	is	for	a	stage	manager.	(HG)		I	used	to	think	I	never	would	be.	I	remember	being	a	young	girl,	‘I'm	only	going	to	do	it	for	the	love,	for	the	work’,	because	it's	all	about	the	work,	that's	all	it	is.	Especially	since	I	was	overseas	and	being	back	and	I	think	just	getting	older.	You	get	the	point	where	you—actually,	the	work	is	just	a	part.	As	much	as	you	love	it,	as	much	as	you	identified	it	as	a	part	of	your	cool	being	and	you	build	your	life	around	that,	it	is	just	work.	You've	got	to	have	space	for	other	things	in	your	life.	If	that	means—you	are	going	to	have	importance.	I'm	trying	to	put	more	importance	on	having	a	life	around	the	work.	The	work	serves	life,	not	life	serves	the	work.	(AT)		Having	that	perspective,	to	go,	‘Actually,	yes,	we	are	not	curing	cancer,	we	are	not	solving	world	hunger’.	We're	literally	putting	people	in	a	show.	If	we	can	change	some	lives	while	we	do	it,	awesome,	we	do	it,	if	we	can't,	awesome,	we're	still	entertaining.	It's	not	a	massive	consideration,	definitely	helps,	but	it’s	not	a	massive	consideration.	(AT)		I	think	I’m	less	invested	and	that’s	actually	good	because	I’m	giving	myself	a	bit	more	work‒life	balance	because	of	that,	because	I’m	saying,	‘Well	no,	I’m	not	going	to	be	a	martyr	because	I	don’t	have	to	be.	It’s	just	a	show’.	(MS)		Absolutely,	basically	I	think	it	is	a	brilliant	job	and	I	loved	it,	but	once	I	got	into	my	late	20s,	I	was	really	stuck,	which	is	probably	like	only	a	couple	of	years	after	I	actually	started	doing	it,	I	realised	that	it	just	wasn't	a	sustainable	job	for	various	reasons.	I	think	a	lot	of	that	has	to	do	that	when	you're	in	your	20s,	you	do	have	a	lot	of	energy	naturally,	and	once	you	get	into	your	late	20s	and	your	early	30s,	just	the	hours	and	both	the	physical	and	the	emotional	demands	that	come	with	the	job	can	just	basically	start	to	wear	you	down.	I	think	a	big	part	of	getting	out	of	it	or	wanting	to	get	out	of	it	is	also	just	the	desire	for	having	kind	of	a	normal	life,	having	children,	buying	a	house,	wanting	to	maintain	some	kind	of	healthy	lifestyle.	Now	that	I	knew	that	just	wasn't	happening	when	I	was	working	as	a	freelance	stage	manager,	and	as	soon	as	I	started	to	work	[in	another	job]	…	a	couple	of	years	ago,	basically	my	life	kind	of	changed	quite	dramatically	over	a	phase	of	months	because	I	did	start	to	plan	so	much	better	for	the	future,	and	I'm	much	happier	since	then	as	well,	I	would	say.	(AJ)		If	it’s	a	struggle,	or	if	you’re	working	with	people	that	you	[don’t]	necessarily	click	with	or	anything	like	that.	It’s	a	big	chunk	of	your	life,	and	it	might	only	be	for	a	couple	of	weeks	for	production	week,	but	it’s	still	a	big	chunk	of	your	life	that	you’re	giving	away	for	something	that	will	end.	So	I	guess	that’s	something	that	I	just—I	think	that	when	I	was	younger,	you	just	go	through	it	and	you	just	do	it;	and	then	as	you	get	
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older,	you	resent	it	a	little	bit	and	you	just	go,	‘Well,	I’m	not	going	to	see	my	family	for	two	or	three	weeks,	I’m	not	going	to	see	friends,	I’m	not	going	to	do	anything	else	other	than	work’.	And	sometimes	that	gets	me.	It	can	get	a	bit	overwhelming	I	guess,	when	that’s	all	that	you	think	about	really.	(NR)	Toll	on	physical	health	 The	role	takes	a	toll	on	physical	health	due	to	being	time	poor	and	poor	self-care	 It's	this	the	massive	thing	that	I	know	it's	not	good	for	my	body	when	I'm	doing	14-hour	days	for	long	periods	of	time.	(IB)			
AT:	It	was	pretty	much	perfect	timing	when	I	got	diagnosed.	I	wasn't	in	the	middle	of	a	show.		
Interviewer:	What	do	you	think	would	have	happened	or	how	do	you	think	you	would	have	moved	forward	If	you	have	received	a	[major	illness]	diagnosis	in	the	middle	of	a	tech	week?		
AT:	[sighs]	I	reckon	I	would	have	finished	the	tech	week,	probably	got	the	show	open	and	then	maybe	started	having	conversations	of,	‘Hey,	so	this	thing	has	happening.	I'm	going	to	need	to	either	take	some	time	off’	or	it	would	have	been	more	of	a	fight	with	the	doctors	and	the	medical	side	of	it	to	be	like,	‘Hey	can	I	push	this	until	four	weeks	later,	once	my	show	finishes.	Can	I	push	that?	Is	this	okay?’.	Which	is—from	an	outsider—from	outside	the	arts	people’s	view—they	look	at	you	and	go,	‘Are	you	crazy?	How	could	you	do	that?’.	But	I	don't	think	that	that's	an	uncommon	thought	for	people—I	really	struggle	that	people	wouldn't	go,	‘Oh	no,	I	can't.	I've	got	a	show	to	finish.	I	can’t	go.	I	can't	go	for	treatment.	I’ve	got	a	show	to	finish’.	And	I	have	seen	it	happen	...	That's	just	what	you	do	but	you	look	at	it	from	the	out.	You	take	a	step	back	and	you	go,	‘What?	Why	would	I	think	that?	Why	would	I	prioritise	a	show	over	my	health?’.	But,	at	the	time,	yes,	definitely.	(AT)		I	think	it's	that	show	must	go	on	mentality	that's	still	bred	into	every	theatre	worker.	That,	‘Oh,	you've	just	broken	your	toe?	Too	bad,	show	must	go	on.	Get	up	and	get	dancing.	Oh,	you	are	throwing	up	in	between	cues?	Doesn't	matter,	show	must	go	on.	Keep	throwing	up	keep	going’.	There	is	that	mentality	among	theatre	workers.	I	also	think	there	is	a	certain	feeling	for	stage	managers	that	it's	like,	‘Well,	no,	I'm	leading	the	show.	I'm	in	charge	of	this.	I	have	got	to	make	sure	that	the	show	happens,	whatever	happens’.	It's	hard	to	break	out	of	that	mindset	...	Whatever	happens,	[the]	show	must	go	on,	which	can	be	really	damaging	sometimes.	(AT)		I	finally	got	diagnosed	and	I	had	herniated	discs	in	my	neck	which	were	pressing	on	my	spinal	cord.	So	I	had	to	have	spinal	surgery.	And	again	it	was	fortunate	that	it	happened	at	the	end	of	a	gig.	(MS)		And	that’s	the	other	thing	I’ve	been	thinking	about,	more	so	recently,	just	with,	you	know,	you	have	experiences	where	a	cast	member	or	crewmember	becomes	ill.	And	I	was	thinking	about	this	not	long	ago,	I	was	talking	to	an	actor	who	was	unwell	and	had	to	go	on;	and	I	was	like,	‘There’s	no	other	job	in	the	world	that	I	can	think	of	that	you	could	be	sick	and	quite	awfully,	horribly	sick	but	you	still	have	to	show	up	to	work	and	pretend	that	you’re	not’.		There’s	no	other	job	like	that.	And	sometimes	that	gets	me	that	I	just	go,	‘At	the	end	of	the	day,	it’s	a	show’.	And	as	important	as	it	is,	we’re	not	solving	poverty	or	anything	like	that.	But	you	put	yourself	through	and	you	see	other	people	put	themselves	through	hell	really	for	entertainment’s	sake?	(NR)		
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Lack	of	organisational	support	and	loyalty	
Organisations	do	not	demonstrate	professional	loyalty	or	support	their	stage	managers	when	required	
If	I	had	have	been	that	person	and	I	had	have	really	wanted	to—I	had	rights	for	unfair	dismissal,	but	I	didn’t	want	to	go	down	on	that	path,	so	I	put	in	my	resignation	and	walked	away.	(SM)		I	look	back	on	it	and	go,	‘A	company	like	that	is	not	going	to	probably	invest	in	something	like	that’.	Which	you	just	don’t	realise	at	the	time.	(SM)		We	were	hitting	points	where	everybody's	health	and	safety	was	being	compromised	because	of	the	demands	of	the	artistic	director	because	he	believed	that	the	artistic	vision	was	the	most	important	thing	in	the	entire	show	and	we	said,	‘No	it's	our	safety,	everybody's	safety’,	and	he	tore	shreds	of	everybody	and	told	me	‘No,	it	wasn’t’	and	we	just	literally	had	an	incident	where	somebody	almost	died	and	he	completely	disregarded	that	and	so	it	was	at	that	point	I	thought	‘I	can't	work	for	you	people	anymore’,	and	it's	moments	like	those	where	you	feel	compromised.	You	are	in	charge	of	everybody's	safety	on	that	stage	and	everybody	under	the	stage,	and	everybody.	It's	up	to	you	and	then	you	get	bad	words	from	who's	had	too	many	drinks.	(SJ)		I'm	done.	I	can't	work	for	you	people.	If	this	is	the	risk	you	are	willing	to	take	then	I	can't	put	my	name	on	that	show	report.	(SJ)		It	really	kind	of	wears	you	down.	And	then	you	don’t	even	get	the	recognition.	And	that	was	the	reason	I	left	[major	performing	arts	company]	was	because	I	was	doing	a	really	hard	show.	The	cast	was	really	challenging	and	the	production	manager	as	well,	and	one	little	thing	happened	in	a	show,	and	I	reported	it	and	took	the	wrap	for	it	and	it	wasn’t	me.	And	I	got	a	dressing	down	from	the	production	manager	by	text	message	in	the	middle	of	the	night	and	then	when	I	rang	the	next	day,	he	refused	to	talk	to	me	about	it.	‘I	just	want	to	talk	to	you	a	little	bit.’	‘I	said	everything	I	needed	to	say.	That’s	it.’	‘Anything	else?’,	‘No’,	‘Good’.	They'd	had	enough	of	me—I	was	like,	‘I’ve	worked	for	you	for	10	years.	I	have	done	so	much	for	you’.	And	the	thing	is	like,	so	that	production	manager	did	that	to	me	...	I	tried	to	talk	to	the	him	but	he	refused	to	talk	to	me,	he	didn’t	thank	me	for	doing	the	tour,	it	was	a	four-month	tour,	something	like	that,	it	was	really	tough.	When	I	got	back,	he	didn't	say	thank	you.	He	didn’t	even	say	goodbye.	(SJ)		Protect	the	performer,	make	sure	they	are	comfortable	and	that	is	the	job	and	make	sure	they’re	supported	enough	to	do	what	they	do,	but	there’s	no	protection	of	anyone	else.	(AW)		I	think	if	you’re	in	a	company	where	you’re	supported	enough	to	say	something	or	can	go	higher,	to	whether	it	be	a	company	manager,	HR,	tour	manager	or	whatever,	if	you	feel	comfortable	enough	to	go	higher,	I	think	it’s	important,	but	if	you’re	not	supported	and	out	there	on	your	own,	there’s	not	a	lot	you	can	do,	I	feel.	I	feel	if	you’re	a	really	strong	person,	you	can	do	that,	but	to	be	particularly	honest,	I’ve	seen	a	lot	of	stage	managers	who	aren’t	as	strong	and	are	quite	meek	in	that	kind	of	thing	and	won’t	confront	cast	members	like	that	or	call	them	on	it.	I	think	it	depends	if	you’ve	got	the	disposition	for	it,	I	guess.	(AW)		Working	with	the	[musical	theatre	company]	in	Melbourne,	being	bullied	by	the	director	...	this	was	all	happening,	it	was	quite	hectic	and	the	company	manager	disagreed	with	[the	director]	so	the	producers	sacked	the	company	manager.	At	that	point,	I	did	not	feel	supported	by	them	at	all.	I	couldn’t	speak	out	or	speak	up	or	anything.	I	just	had	to	put	my	head	down	and	get	on	with	it	because	otherwise,	I	was	going	to	lose	my	job.	(AW)			As	soon	as	you	get	something	high	profile	or	there’s	high	stakes	money-wise,	I	don’t	think	there’s	the	support	there.	Everyone	just	has	to	put	their	head	down	and	do	their	best	to	get	through	whatever’s	happening.	(AW)		I	think	when	he	was	working	in	the	[theatre	venue]	and	when	the	[theatre	venue]	changed	hands,	he	was	promised	the	venue	manager	
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[position].	He	went	to	the	interviews	and	it	was	all	good.	He	wasn't	given	it.	At	that	point,	I	was	working	as	a	stage	manager	and	I	realised	that	I	could	never	rely	on	anything	either.	I	think	it’s	good	to	know,	particularly	in	the	last	six	months.	Basically	my	boss	…	who	became	a	little	bit	of	my	mentor	went	on	maternity	leave	from	[major	Australian	performing	arts	company].	While	she	was	on	maternity	leave,	her	role	became	redundant	so	she	wasn't	coming	back.			She	basically	said	that	it's	an	industry	that	everyone	puts	their	life	and	soul	into,	you	can't	do	that	expecting	anything	back.	I	think	the	big	learning	for	me	as	well	is	that	you	can	do	that	and	you	can	go,	‘Oh,	yes,	they’ve	got	my	back’,	but	ultimately,	it’s	a	money	game.	As	much	as	we	want	it	to	be	about	the	art	form,	it's	about	the	financial	side	of	it.	It’s	kind	of	depressing,	but	no	one	is	ultimately	going	to	have	your	back	when	it	comes	to	crunch	time.	(AW)		Why	should	that	junior,	someone	without	that	level	of	experience	have	to	deal	with	that	for	minimum	wage	with	very	little	support,	because	the	company	is	so	stretched	and	so	many	otherwise?	And	added	to	that,	you	don't	want	to	be	the	person	who	complains	because	it's	an	industry	of	about	six	people.	And	then	all	of	a	sudden	you'll	be	the	person	who	complains	about	actors	or	complains	about	designers	or	companies.	If	you	complain,	why	would	you	get	employed	again?	You	are	a	troublemaker.	(HG)			And	this	happens	in	a	lot	of	companies:	too	occupied,	preoccupied	with	the	day-to-day	administration	of	theatre	to	really	care	what’s	actually	happening	in	the	rehearsal	room.	(HG)		[Artistic	director	of	major	Australian	theatre	company],	when	I	met	with	him	last	year	said	that	the	biggest	problem	that	any	arts	organisations	will	have	is	that	they	forget	what	is	happening	in	the	rehearsal	room.	It	is	the	most	important	thing	that’s	happening	at	that	point.	What’s	happening	on	stage	or	what’s	happening	in	the	rehearsal	room	is	the	most	important	thing	and	you	can’t	get	caught	up	in	the	day-to-day	making	sure	the	air-conditioning	works	and	having	a	sign	at	the	kitchen	that	the	people’s	mugs	are	put	away.	I	think	when	[he]	said	that	when	I	worked	with	him,	he	articulated	what	I	was	feeling	at	that	time	because	they	did	not	care	at	all	what	was	happening	in	the	rehearsal	room.	We	weren’t	visited,	I	wasn’t	supported.	(HG)		Long	hours	and	irregular	hours	 Long	and	irregular	hours	contribute	to	poor	health,	physical	and	mental	fatigue	poor	and	work‒life	balance		 The	hours,	the	days,	the	time.	(AW)		I’m	like,	‘I	wish	I	was	doing	that’.	But	then,	I	think	about	having	nights	and	weekends	and	all	these	things	that	I	never	really	had	…	(AW)		The	worst	bits	are	having	completely	different	hours	to	every	other	person	in	your	life	(MS)		Even	doing	six	days	a	week	or	five-and-a-half	days	a	week	of	rehearsals	is	pretty	gruelling,	especially	if	it's	a	five-	or	six-week	rehearsal	period	and	then	obviously,	tech	week	is—you	know,	it	can	be	80	hours	or	something	ridiculous	and	if	it's	a	double	week	and—I	mean,	you	get	the	pay-off	when	you	are	on	the	show	call,	I	suppose,	but	then	you	still—then	you	can	just	fall	into	an	awful	night-shift	kind	of	sleeping	pattern	and	you	sleep	through	the	day	and	it's	just	mad.	(MS)		I	did	a	tour	once	that	was	45	days	straight,	so	it	was	absolute	kind	of	exhaustion	that	would	be	involved	in	the	job	...	(AJ)	
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Identity	 Stage	managers	have	a	strong	emotional	connection	to	their	work	and	see	the	role	as	part	of	their	identity	 Confidence;	community;	family.	(HG)		Affinity.	(SJ)		I	think	that's	really	when,	for	me,	I	found	my	people.	And	felt	like	I	really,	actually	fitted	in	for	the	first	time,	in	a	long	time.	(SJ)		...	that	is	your	identity	...	what	am	I	if	I'm	not	a	stage	manager?	(SJ)		Friendships.	(SJ,	HG)		You	know	when	you	do	such	a	thing	in	high	school	is	kind	of	the	way	you	meet	your	boyfriend,	the	way	you	make	your	closest	friends.	(HG)			It’s	a	community,	community.	It’s	the	sense	of	family.	That's	got	to	be	the	only	thing?	It’s	the	only	thing	I	can	think	of.	And	it's	just	as	dysfunctional	as	real	families.	It's	like	when	you	put	it	all	down	on	paper;	it's	horrific	what	we	put	ourselves	through.	But,	we	do	it,	and	the	only	thing	I	can	think	of	is	what	other	job—okay,	you	have	to	work	around	the	clock	for	a	few	weeks	but	after	that,	you	might	have	eight	weeks	where	you	don’t	have	to	wake	before	10	am.	Is	it	that?	No,	it's	that	even	in	my	own	family	which	I	have	had	a	very	great	family,	no	one	understands	me	better	than	when	I'm	in	the	theatre	environment	...	I	think	it's	a	very	certain	sense	of	humour.	It’s	a	shared	knowledge.	It's	a	shared	language.	It's	a	specific	language,	the	changes	and	morphs.	There's	a	bit	of	gallows	humour	that's	part	of	it—the	hardship,	the	kind	of	rallying	together,	putting	something	on	against	all—sometimes	what	seems	like	all	odds.	I	guess	that's	the	only	thing	because	everyone	loves	the	horror	story	because	it's	funny.	It’s	hilarious	when	you	think	about	it.	It’s	hilarious	that	we're	all	putting	on	shows	which	really	don’t	matter	at	all,	even	when	you	say	this	is	an	important	show.	It’s	an	important	piece	of	theatre	that	12	people	are	going	to	see	and	in	a	year	one	of	them	will	remember.	But	it's	all	right,	I	gave	myself	an	anxiety	disorder,	I	am	30	kilos	overweight.[laughter]	But	it	was	important.	(HG)		Well,	I	still	feel	like	maybe	sometimes	I	am	a	stage	manager	like—it’s	not	something	I	do	all	the	time,	it’s	not	my	[current]	profession.	But	it	is	something	that	I	am.	(HG)		
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Accelerated	career	development	 Stage	managers	progress	rapidly	within	the	profession	and	reach	the	top	of	their	field	quickly	and	at	a	young	age	
I	always	knew	what	I	wanted	to	do.	I	followed	it,	I	pursued	it,	I	excelled	it	in	my	own	mind	and	now	it's	like,	‘What's	left?’.	(SM)		When	you've	got	all	that	knowledge,	and	you	go.	I	mean	we	all	love	a	challenge,	and	we	all	want	to	have	the	next	new	things	to	make	ourselves	feeling	enriched	because	I	think	it	is	a	creative	job	even	though	a	lot	of	people	wouldn't	say	this.	It's	a	very	creative	job.	It's	just	creative	in	a	very	organised	[way]	and	not	necessarily	creative	from	your	own	self.	But	you	organise	it	and	document	it	as	a	stage	manager	so	well	that	you	want	the	next	challenge,	and	then	you	get	good	at	being	good	at	your	challenges	and	then	it’s	a	tiresome	thing.	And	that's	when	you	start	looking	for	other	things	because	well,	there's	no	personal	challenges	in	here	anymore	or	personal	investment.	(HG)		I	knew	I	was	capable	of	it	like	you	but	it	was	the	fact	that	I	was	making	fun	of	it	was	not	fair	on	me	or	the	client.	If	you	know	you	don’t	want	to	do	it	the	corporate	style.	And	for	24-years-old	it's	not	attractive.	I	just	thought	I	don't	want	to	be	that	person.	I	don’t	want	to	make	fun	of	it.	And	that's	not	to	say	that	every	gig	I've	done	since	then	has	been	a	work	of	art,	but	I'm	always	conscious	of	tempering	my	opinion	certainly	publicly	on	the	work	I'm	doing.	Because	why	would	I	have	scorn	for	the	work	that	I’m	doing	for	that	many	hours,	why	would	I	be	so	horrible	about	it	when	everyone	else	is	having	a	good	time.	Ok	maybe	not	having	a	good	time	but	is	doing	it	for	a	reason,	and	I'm	there	because	I'm	just	...	it’s	just	another	day.	So	yes,	24	which	is	really	only	three	years.	Probably	was	the	first	time	I	had	scorned	at	something,	and	it	probably	was	not	the	last.	But	at	least	I	knew	then	that	there’s	got	to	be	something	more.	(HG)		I	was	basically	working	with	the	same	companies,	in	the	same	role,	with	the	same	people	every	time,	which	was	a	nice	sense	of	comfort	but	at	the	same	time,	really	boring.	(AT)		I	honestly	think	I	would	have,	maybe	not	thrown	in	the	towel	but	I	might	have	just	up	and	moved.	Might	have	moved	down	to	Melbourne	as	I	keep	threatening	to	do	to	myself	and	then	I	find	myself,	‘Actually	that	might	not	the	best	idea’.	But	yes,	I	have	wondered	that	myself,	actually,	what	would	have	happened,	because	I	was	getting	really	frustrated,	and	really	fed	up	with	Brisbane	and	the	people	and	everyone.	I	think	I	still	would	have	taken	a	break	in	some	way,	shape	or	form,	whether	it	was	maybe	in	overseas,	or	just	going	and	moving	to	another	country	or	travelling	or	just	stopping	working	in	a	theatre	and	going	and	getting	a	normal	job,	so	to	speak.	I	still	think	I	would	have	done	that	in	some	way,	shape	or	form.	Or	I	would	have	just	internalised	everything	and	then	just	exploded	one	day	at	someone	after	the	slightest,	‘Hey,	could	you	move	that?’.	[laughs]	Just	let	loose	and	then	never	would	have	worked	in	the	industry	again.	(AT)		Like,	once	I’ve	reached	the	stage	manager	position.	Where	do	you	go?	Career	progression-wise	as	we	go	ASM	to	SM.	Where	do	you	go	after	that?	Maybe	establishing	more	pathways	for	beyond	that,	so	you	can	go,	‘Yes,	I’m	doing	this	to	go	through	there’.	Or	once	I	get	to	this	point,	maybe	I’d	feel	more	comfortable	going	there	or—yes,	further	career	development	beyond	stage	manager.	(AT)		So	a	few	years	ago	I	kind	of	realised	that	I've	become	what	I	wanted	to	be	when	I	grew	up,	and	then	a	year	later	I	went,	‘Oh.	OK,	so	now	what	do	I	do?’.	(MS)		Another	large	element	of	me	wanting	to	move	on	from	stage	management	is	that	I	had	felt	that	my	thoughts	and	my	ideas	weren't	being	valued,	and	I	felt	like	I	needed	more	of	a	challenge,	I	guess,	intellectually,	but	I	felt	like	I	was	quite	robotic	to	a	certain	extent.	You	know	it's	the	same	thing	over	and	over	again,	and	there	were	a	couple	of	instances	like	working	on	shows	where	I	just	thought	that	I	just	had	so	much	more	to	give	than	this,	and	that	my	thoughts	weren't	just	being	valued.	(AJ)	
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Touring	and	travel	 Periods	of	touring	and	travel	lead	to	isolation	and	poor	self-care	 It	was	travelling,	not	being	home,	not	being	with	[my	partner],	just	not	being	there	and	not	being	able	to,	I	don't	know,	plan	a	holiday,	pottering	my	garden,	just	all	these	things.	We	wanted	to	get	a	pet	for	ages	and	I	didn't	really	have	the	stability	or	time,	I	guess,	to	make	that	happen.	It’s	just	all	these	life	things	that	I	think	I	felt	like	I	was	missing	out	on,	not	being	home.	(AW)		
Interviewer:	Do	you	think	[touring]	placed	pressure	on	your	relationship?	
AJ:	Massively.	Just	going	away	and	there’s	also	this;	I	guess	it’s	an	alternative	reality	that	happens	as	well	when	you	are	on	tour.	You	know	the	saying,	‘What	happens	on	tour	stays	on	tour’,	and	all	that	kind	of	shit	and	people	just	start	to	act	as	crazy	people	as	well,	like	people	who	are	married	having	affairs	or	like	the	drink	and	drugs	or	whatever.	I’ve	seen	people	act	like	18-year-olds	who	are	well	and	truly	into	their	40s.	I	think,	yes	if	you	are	with	someone	who	is	not	in	that	industry	it	just	must	be	awful,	they	just	must	think	that	it’s	so	juvenile.	[Touring]	can	be	quite	debaucherous	…	Yes,	you	are	living	in	a	bubble	…	I	can’t	remember	who	we	were	talking	to,	I	think	it	was	a	musician	recently	who	was	talking	about	being	on	tour	and	was	just	saying	that	being	on	tour	is	not	for	married	man	like	as	a	musician	he	was	saying	this.	Because	when	you	are	on	tour	if	you	are	doing	a	lot	of	touring	as	a	musician	I	guess	this	fits	into	theatre	as	well.	You	are	living	this	lifestyle	of	being	up	very	late	at	night	which	comes	with	boozing,	sleeping	during	the	day,	there’s	more	opportunities	for	affairs	and	all	that	carry-on	and	he	said	that	it’s	not	just	the	life	for	a	married	man.	I	actually	get	that	now	…	Placed	pressure	on	relationships	 The	emotional	and	time	commitment	required	in	the	role	places	pressure	on	personal	relationships	 My	husband	[pauses],	he	really	does	support	me.	I	don’t	think	he	really	loves	the	industry	I	work	in.	(SM)		You	can't	maintain	a	relationship	with	somebody	outside	of	the	industry	if	you're	working	those	hours.	(SJ)		That’s	what	I’m	not	sure	of	but	I	kind	of	floated	the	idea	the	other	night	of	maybe	taking	the	job	over	Christmas.	His	eyes	rolled	and	he	kind	of	sighed.	It’s	fine	for	now	but	if	I	kept	pushing	it	and	kept	putting	my	personal	life	second	I	think	it	would	probably	take	a	toll	in	the	end.	(IB)	
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Addiction	 Stage	managers	demonstrate	addictive	qualities	when	it	comes	to	their	work	 Love.	(SM,	IB)		Adrenaline.	(AW)		The	problem	with	stage	management	is,	for	me	I	have	always	said	that	it's	like	being	in	a	mob.	It's	like	just	one	last,	just	one	last	gig	...	This	will	be	my	last	one	and	then	I	will	get	serious	and	then	you	do	it	and	you	get	through	it	and	you	go,	‘Oh	my	god,	I'm	not	doing	anymore	that’s	it’,	and	you	have	two	weeks	off	and	then	the	phone	rings	and	then	you	go,	‘It's	only	for	a	month	or	so,	it	will	be	all	right’,	and	then	the	time	builds	up	and	you	get	closer	to	it	and	then	you	go,	‘What	am	I	doing	it	for?	It's	definitely	my	last	gig’.	(SM)		I	actually	love	it	to	be	honest	and	that's	my	problem	and	that's	why	I'm	at	this	crossroad,	because	I	love	it.	Like	the	striking	metaphor	with	the	mob.	But	it	is	my	drug;	it's	why	I	am	obsessed	with	it.	I	love	going	on	that	journey,	I	love	that	adrenaline,	I	love	that	sense	of	achievement,	I	love	working	with	creative	people,	I	love	being	able	to	get	that	creative	idea	off	a	piece	of	paper	and	onto	a	stage.	(SM)		A	thing	that	ignites.	(SM)		Passion.	(HG)		Because	I'll	miss	it	and	I	just	don’t	think	that	there	is	any	other	job	like	it.	I	think	there	are	obviously	other	great	jobs	out	there	and	jobs	that	I	think	I'd	enjoy	doing	but	there's	something	like	the	thrill	of	it	like	when	you	get	to	opening	a	show	and	you	just	know	that	everyone	around	you	has	put	their	heart	and	soul	into	it	and	worked	a	million	hours	to	get	it	up.	You	can't	get	that	kind	of	satisfaction	in	other	jobs.	(IB)		Low	career	planning	and	self-management	 Stage	managers	generally	do	not	have	long-term	career	or	transition	plans.	Freelancing	means	'going	were	the	work	is'	rather	than	making	strategic	career	decisions.	
I	never	had	any	plan—that’s	my	plan.	It’s	interesting,	now	15	years	on	looking	back	and	I	go,	‘I	should	have	been	smarter’.	I	should	have	actually	looked	at	where	I	would	have	ended	up	or	wondered	why	people	said,	‘Oh	there's	only	seven-year	life-span	in	stage	management’,	and	gone,	‘Wooh’	...	I	just	never	really	thought	about	it.	I	thought	I'm	doing	what	I	love,	how	lucky	am	I.	This	is	awesome	and	I	never	sort	of	really	realised	that	I	would	grow	up	and	have	children	and	go,	‘Fuck,	what	am	I	going	to	do	with	my	life?’.	(SM)		I	didn't	have	a	plan	B.	(SJ)		I	started	when	I	was	17	in	the	course	so	I	really,	I	was	just	a	bit	excited	by	it	all	and	then	even	by	the	time	I	graduated,	I	was	only	20	so	for	me	I	wasn't	thinking	what	will	I	be	doing	when	I'm	35,	I	was	just	thinking	about	what	I'm	going	to	do	next	year,	what's	next	show	I'm	going	to	work	on.	(SJ)		It’s	a	huge	loss	for	the	industry	when	the	people	bow	out	but	a	massive	gain	to	whoever	they	go	to.	Is	like	if	you	are	getting	a	stage	manager	coming	to	working	for	you—I	know	when	I	went	for	my	interview	for	[job	in	related	field]	and	I	didn’t	get	it	the	first	time	and	they	had	to	ring	and	tell	me—the	production	manager	was	so	upset.	He	said	‘I	can’t	tell	you	how	hard	this	is	been,	to	decide	...	please	know	that	you	are	an	absolute	commodity	because	of	what	you	can	bring,	the	skills	that	you	have—’	...	He	said,	‘That’s	why	we	always	want	stage	managers	because	they	see	the	things	that	other	people	don’t	see.	They	pick	up	on	the	things	that	other	people	don’t	pick	up	on.	And	they	are	so	good	at	being	diplomatic	all	the	time’.	That’s	a	huge	gain	to	wherever	these	stage	managers	have	gone.	(SJ)		I	was	happy.	I	think	I	don’t	really	make	plans.	I’m	really	bad	at	going,	‘Oh,	this	is	my	five-year	plan,	this	is	my	10-year	plan’.	I	had	vague	ideas	where	I’m	heading,	but	it’s	something	that	I	said	that	I’d	ride	until	I	wasn’t	and	it	kind	of	presented	itself	that	way.	Yes,	I	don’t	think	I	imagined	myself	as	a,	I	don’t	know,	a	70-year-old	stage	manager	and	sweeping	the	floor,	that	sort	of	thing.	I	think	there’re	physical	limits	on	that	as	well.	You’ve	got	to	be	able	to	do	so	many	things	and	deal	with	so	
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many	things.	I	don’t	think	it’s	a	fair	of	a	job	for	anyone	really,	maybe	one	or	two	if	they’ve	really	got	it.	(AW)		That's	the	only	thing	like,	‘Where	do	I	go	from	here?’.	I	don't	know	yet.	I	don’t	know.	(IB)		And	I	guess	I'll	move	out	of	the	industry	eventually	when	I	have	brainwave	of	what	is	it	that	I	can	do	with	the	skills	that	I	already	have	and	without	starting	from	the	bottom	again	because	I'm	pretty	tired.	(HG)		But	I	think	there	are	some	women	that	in	the	building	of	their	careers	made	choice	to	not	[have	children]	...	and	they	are	a	bit—aren’t	they	a	bit	sad?	And	I	am	not	saying	that’s	because	they	haven't	had	kids.	I	think	they're	just	sad	because	they've	made	a	series	of	choices	or	not	even	choices.	Maybe	it	was	just	a	series	of	choices	that	didn't	seem	big	at	the	time	but	added	up	to	a	long-term	career	in	stage	management.	And	has	left	some	really	sad	now.	So	I	don't	think	it's	impossible	or	unfeasible,	but	I	don't	think	it's	wise.	(HG)		Maybe	if	you're	doing	things	like	being	a	production	stage	manager	where	you	actually	have	to	get	into	opening	and	then	let	it	go.	But	then,	there's	not	enough	work	in	Australia	for	that	role	to	exist.	And	I	think	you	have	to	have	the	five	or	10	years	out	and	working	part	time	to	look	after	children	before	you	can	go	back	into	it	and	then	the	industry	has	changed	so	much	as	well.	Just	the	technology	changes	so	fast.	Expectations	change	so	fast.	I	even	notice	it	coming	back	to	stage	management	even	though	I've	been	working	in	the	industry,	just	not	as	a	stage	manager.	Kind	of	go	and,	‘What	the	hell	do	I—?	How	do	I	document	that	thing,	props	running	something?	How	do	I	do	that	again?’.	and	looking	up	all	notes	like	this.	A	certain	rustiness	when	we	come	back	to	it	so,	I	don't	think	it	is	feasible.	Particularly	with	kids	or	a	relationship	with	a	man	who	is	otherwise	fabulous	but	doesn't	understand	your	history.	(HG)		Yes,	for	the	rest	of	my	life,	absolutely.	Wouldn't	believe	otherwise—absolutely.	There	couldn't	have	been	anything	better	than	to	be	a	stage	manager.	(HG)		I’ve	started	to	have	thoughts	of	what	if	I	don’t	want	to	keep	being	the	stage	manager	for	the	next	20,	30,	40	years.	If	I	was	to	leave,	what	would	I	do?	That’s	when	I	hit	a	block	where	I	don’t	know	what	else	I	would	want	to	do	or	what	else	I	can	do?	It’s	the	thing,	I	know	there	is	lots	of	different	fields	that	stage	managers	have	moved	into	and	can	move	into	with	their	skill-base	but	I	don’t	know	if	I	would	get	as	much	enjoyment	out	of	that	as	I	do	out	of	stage	management.	So,	I	get	to	the	point	where	I	have	to	think	of	something	else	to	do	and	then	I	literally	cannot	think	of	anything	else	that	I	would	want	to	do.	(AT)		‘Stage	management	is	something	that	I	want	to	pursue	and	keep	going	with’.	But	beyond	that,	I	never	really	had	a	long-term	plan	and	be	like,	‘By	this	stage,	I	want	to	work	for	this’.	I've	never	had,	‘Oh.	I	want	to	work	in	this	field,	and	I	want	to	work	for	that	company,	that	position	by	the	time	I’m	this	age’.	I'd	never	done	that	for	any	part	of	my	life.	Yes,	I	think,	I	suppose	it's	yes,	I	have	considered	staying	in	stage	management	my	entire	life,	but	at	the	same	time,	I	have	considered	not	staying	in	stage	management	my	whole	life	because	I	gone,	‘Well,	I'm	going	to	go	with	whatever.	I	don't	have	a	concrete	plan,	but	for	the	foreseeable	future,	stage	management	is	where	I'm	going’.	(AT)		Pretty	much	my	whole	career	is	just	things	have	fallen	into	my	lap.	I’m	just	going	with	the	flow.	It’s	really	having	come	back	to	it	that	has	made	me	realise	that—when	I	knew	that	I	was	coming	back	to	stage	management	this	year,	I	was	excited	about	the	idea	of	coming	back	to	theatre	and	it	was	a	familiar	world	to	walk	back	into.	I	know	that	I	have	those	skills	and	I	can	walk	into	any	rehearsal	room.	I’ve	done	theatre,	opera,	musical	theatre	and	I’m	about	to	go	on	and	do	dance	again.	It	doesn’t	matter	what	I	walk	into.	I’m	less	stressed	when	I	walk	into	the	
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room	now.	I	just	know	what	to	do	but	I’m	realising	that	it’s	not	something	that	I	can	probably	do	for	another	10	years	or	whatever	and	trying	to	think	about	what	I	might	do	next.	(MS)		I	just	turned	34	a	couple	of	weeks	ago.	I’ve	been	doing	it	for	12	years	and	I	just	think	that	I	don’t	know	if	it’s	sustainable	for	another	12	years	and	I	do	feel	like	I	really	floated	around,	there’s	only	a	couple	of	jobs	I	really	pursued.	It’s	great	to	have	been	free	to	say	yes	to	whatever	and	take	whatever	experience	as	I	could	but	there’s	a	part	of	me	that	wants	to	settle	down	somewhere,	buy	a	house	and	be	a	grownup.	(MS)		There’s	part	of	me	that	wishes	that	I—because	I	know	some	ASMs	now	that	are	studying	environmental	science	or	something,	and	they're	still	in	their	20s,	and	they're	going	to	have	two	degrees	before	they're	30,	and	once	they're	sick	of	stage	managing	they	can	go	and	get	a	proper	job.	[laughs]	There's	a	part	of	me	that	wishes	that	I	had	chipped	away	at	some	other	degree	so	that	I	have	a	fall-back,	but	I	don't	know	what	that	would	be.	And	I	am	a	stage	manager	because	I	don't	know	what	else	I	would	be,	as	well.	(MS)		In	some	ways,	I	wouldn't	have	done	anything	differently.	I	let	life	take	me	where	it	took	me.	That's	pretty	great.	Not	a	lot	of	people	can	say	that.	(MS)		I'm	currently	at	the	stage	management	menopause	phase.	(MS)		I	think	I	was	an	ASM	on	a	college	show	there,	and	it	was	from	doing	that	when	I	found	out	this	could	actually	be	a	career.	Up	until	that	stage	I	didn't	even	know	that	stage	managers	exist.	And	I	absolutely	loved	it.	(AJ)		I	think	I	was	just	so	happy	doing	what	I	was	doing	and	I	did	think	about	it	but	I	guess	I	didn’t	have	a	plan	in	place	because	I	wasn’t	even	sure	how	my	career	as	a	stage	manager	was	going	to	go	...	so	I	was	questioning	it	but	wasn’t	delving	too	much	into	it.	I	think	at	that	point	when	I	finished	...	I	was	24.	I	was	just	really,	really	excited	about	working	in	theatre	and	going	on	tour	and	having	an	amazing	life—which	lasted	for	about	four	years.	(AJ)		So,	yes,	I	am	thinking	about,	and	I	haven’t	come	to	any	conclusions	yet,	what	that	transition	is	because	it’s	a	difficult	one;	because	it’s	such	a	small	industry	and	such	a	niche	ability	that	you	go,	‘Okay,	I’ve	got	all	these	skills	but	if	I	go	to	a	job	interview,	how	do	I	explain—well,	I	set	props	and	I	do	scheduling	and	I	look	after	cast’.	How	do	you	encapsulate	all	that	into	a	role	that	could	apply	to	a	job	that	could	be	nine-to-five	or	a	part-time	position?	There’s	other	people	who	are	very	good	at	scheduling	and	good	at	people	management,	but	how	does	the	stage	management,	how	can	that	help	me	get	to	another	position	in	terms	of	pure	practicality,	lifestyle	choices?	(NR)		I	wish	I	had	followed	by	intuition	a	little	bit	earlier.	Like	I	felt	like	though	as	I	said	before	there	has	been	18	months	or	two	years	where	I	was	trying	to	get	out	of	stage	management	and	I	think	I	wish	I	had	had	maybe	more	belief	in	myself	to	do	it	just	to	act	on	it	a	little	bit	earlier,	which	sounds	awful	towards	stage	management	but	I	think	a	lot	of	these	issues	come	from	people	having	like	lacking	confidence	in	themselves	and	I	think	that	comes	with	the	job	where	your	opinions	aren’t	valued	really	that	much	that	you	kind	of	start	to	believe	that	‘Right	I'm	here	just	to	facilitate	someone	else's	vision’	so	sometimes	your	confidence	can	be	a	bit	knocked.	(AJ)		But	now	like	overall	I	absolutely	loved	being	a	stage	manager,	loved	the	freelance.	I	got	to	travel	a	lot,	got	to	meet	a	lot	of	amazing	people	…	the	people	here	are	amazing	and	the	work	here	is	amazing	so	I	don’t	regret	the	years	that	I	have	put	into	it	at	all.	(AJ)		I'm	still	struggling	to	translate	what	I've	picked	up	that—what's	goes	picked	up	in	the	last	12	years	that	could	translate	to	something	else.	
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That's	both	meaningful,	useful	and	something	I	will	enjoy	doing	but	isn't	what	I'm	doing	at	the	moment	and	I	don't	know	what	that	is	as	in	yet.	(NR)	Organisational	politics	 Stage	managers	are	at	the	mercy	of	organisational	politics	not	directly	related	to	the	show	 Understaffed	and	overcommitted	to	provide;	too	occupied,	preoccupied	with	the	day-to-day	administration	of	theatre	to	really	care	what’s	actually	happening	in	the	rehearsal	room;	no	support.	(HG)		A	lot	of	politics	particularly	the	bigger	the	organisation,	the	bigger	the	juggernaut	that	you	are	dealing	with.	(SM)		A	lot	of	auxiliary	staff.	(SM)	Managing	competing	agendas	 Stage	managers	are	required	to	managing	and	control	competing	agendas	within	the	artistic	process	 The	schedule	is	such	an	imperative	part	of	what	you	are	doing	and	then	all	of	a	sudden	everyone	thinks	to	have	costume	fittings	and	media	calls.	It’s	managing	everybody's	desires	and	needs..	Even	with	crews,	with	everyone	wanting	the	stage	at	the	same	time,	because	there’s	only	three	hours	to	get	the	whole	show	in	and	everyone	wants	that	three	hours	for	themselves	and	just	dealing	with	the	particular	personalities	of	each	individuals,	who—a	lot	of	crew	people	and	a	lot	of	artistic	people	will	just	don’t	comprehend	what	is	required	from	the	different	departments.	I	suppose,	in	a	lot	of	ways	that’s	really	what	pressure	point	can	come.	(SM)	Sexism	and	gender	discrimination	 Female	stage	managers	experience	sexism	and	prejudice	related	to	their	gender		 The	crew	just	didn't	want	to	deal	with	the	fact	that	I	was	a	woman.	(SM)		Messed-up	male	personalities.	Like,	you	do	still	see	sexism.	I	find	that	it's	worst	at	events	...	because	I'm	working	with	fencing	supplies	and	public	suppliers	and	all	those	contractors,	and	some	of	them	treat	you	like	they	don't	want	to	talk	to	you	because	you're	a	girl.	Even	though,	you	are	a	person	in	charge	on-site	they	won’t	talk	to	you.	(SJ)		I	remember	working	with	a	guy	at	Adelaide	who	was	the	head	flyman,	he	was	the	only	flyman	in	the	show	and	he	refused	to	speak	to	me.	This	is	going	to	be	interesting,	how	I’m	going	to	call	the	show	if	I	don’t	even	know	you	are	there?	(SJ)		...	and	she’s	trying	to	tell	them	what	to	do	and	they're	just	staring	at	her	like,	‘I’m	not	doing	what	you	say’.	Then	she	just	has	to	try	and	appeal	to	every	side	of	them	just	to	get	them	to	do	[the	job].	She	ends	up	having	to	pull	out	the	line	of,	‘Well	we	just	have	to	tell	the	director	it’s	never	going	to	be	as	good	as	it	was	in	Australia’.	Of	course	then	they	saw	red	and	said,	‘We’ll	do	it’.	If	she	was	a	male	stage	manager	who	was	older	and	had	just	said,	‘It’s	not	good	enough	and	we	are	not	leaving	until	it’s	done’,	then	they	would	have	done	it.	No	[she]	had	to	try	every	angle	just	to	even	get	them	to	listen	to	her.	(SJ)			Sexual	harassment	in	our	industry	is	rife.	I	think	of	all	the	cartoons	and	stuff	that	our	office	sends	out	about	it,	it’s	all	about	how	it’s	perceived	and	that’s	really	important.	Sexism	and	sexual	harassment	and	diva	spats	and	abuse	and	that	kind	of	thing,	you’d	never	see	it	in	an	office	environment	...	(AW)		I've	seen	it	and	I've	experienced	it	in	terms	of	taking	direction	or	taking	advice	from	someone	who	is	female.	It	isn't	taken	to	very	well.	I	also	find	that	a	lot	of	women	that	I	work	with,	that	I've	watched	have	strategies	in	that.	I	take	the	approach	that's	very	jovial	and	joking	and	getting	with	the	guys	and	you	earn	their	respect	and	do	that.	If	a	guy	was	to	walk	up	to	another	group	of	guys	and	give	direction,	they’d	take	it.	I	think	there	is	definitely	a	strategy	and	kind	of	a	rapport	building	that	needs	to	happen	before	some	male	crew	will	listen	to	some	female	stage	managers	even	asking	for	a	table	or,	‘Can	you	move	that,	tape	down	that	cable?’.	Just	simple	things,	particularly	in	touring,	you	roll	into	a	venue	and	there's	some	places	where	the	guys	are	like,	‘Yes,	no	worries’	and	some	guys	will	ask	the	head	mech	if	that's	okay	if	they	tape	that	cable	...	I	find	major	state	venues	are	worse	than	regional	venues,	funnily	enough,	
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in	terms	of	culture.	(AW)		I've	seen	a	trend,	probably	in	the	last	five	years,	that	freelance	stage	managers	and	festival	people	in	small	gigs	will	be	women,	and	then	you've	got	the	major	touring	musicals	with	male	stage	managers	and	female	ASMs.	Just	quite	interesting.	I	don't	know	why.	Perhaps	it's	relationships	with	the	producers,	that	it's	a	male,	all-boys’	club	type	of	thing.	(AW)	Toll	on	mental	health	 The	role	can	take	a	significant	toll	on	mental	health	 Thankless	and	lonely.	(IB)		And	I	just	haven't	remembered	having	this	monologue	walking	to	the	Opera	House	one	night	for	the	show	and	it	was	so	dark,	I	was	just	so	angry,	at	everybody	and	in	my	head	I	was	just	yelling	at	everybody	who	walked	past	me	and	I	just	stopped	and	thought,	‘This	is	it,	you	can't	keep	doing	this,	this	is	not	sustainable’.	So,	that's	really	hard	when	everybody	else's	personality	starts	to	chip	away	at	you.	Their	stresses	and	everything	like	that.	(SJ)		Stress.	(AW)			I	think	also	seeing	colleagues	burn	out	or	have	mental	or	physical	breakdowns	and	injuries	and	that	kind	of	thing,	it’s	not	something	that	I	really	wanted	to	venture	into.	(AW)			Sometimes,	you	go,	‘Is	this	worth	it?	We’re	not	saving	lives,	we’re	not	curing	cancer.	Is	this	worth	my	mental	anguish	to	keep	doing	it?’.	(AW)		I	would	meet	these	people	and	I	would	see	them	at	different	stages.	When	I	started	experiencing	the	theatre	…	and	that	kind	of	thing,	it	was	the	early	‘90s	so	it	was	before	a	lot	of	really	strong	H	and	S	came	in.	I	remember	there	were	alcoholics,	those	people	addicted	to	drugs	and	all	this	kind	of	stuff	and	it	was	very	rock	and	roll.	I	guess	experiencing	that	and	being	a	part	of	it	definitely	gave	me	an	awareness.	(AW)		I	guess	I	was,	particularly	working	at	[major	Australian	theatre	company]	before,	I	was	always	chatting	to	people	who	were	a	couple	[of]	years	ahead	of	me	about	these	things	and	living	with	people	that	were	kind	of	in	the	industry	already	and	dealing	with	trauma,	whether	it	be	not	finding	work	or	not	feeling	fulfilled	or	being	pressured	in	something	they	didn't	necessarily	want	to	do	and	taking	work	just	because	they	had	to,	which	is	what	you've	got	to	do	for	a	little	while.	(AW)		There	are	time	constraints	and	that	kind	of	thing.	Having	meals	ready	and	just	eating	what's	around,	having	alcohol	as	a	big	a	part	of	the	industry	and	drinking	every	night	and	that	kind	of	thing	and	then,	you've	got	the	stress	and	getting	no	break	and	no	support.	I	think	stage	managers,	particularly,	can	be	very	isolated	from	the	team	and	that,	I	guess	mentally,	can	be	quite	severe	and	quite	dangerous.	I	guess,	long	term,	if	you're	feeling	isolated	and	not	supported	for	a	long	time,	that	can't	be	a	good	thing	for	your	brain.	I	think	it's	just	fried	food	and	alcohol	and	isolation,	really.	(AW)		And	so	I	couldn’t	see	that	being	a	sustainable	lifestyle,	both	financially	and	just	for	my	own	sanity	or	health,	it	wasn’t	going	to	work	for	me.	(HG)		
Interviewer:	Do	you	think	a	long-term	career	as	a	stage	manager	is	feasible,	possible?	
HG:	I	don't	think	it's	wise.	It's	possible,	but	it's	not	wise.	
Interviewer:	Why	not?	
HG:	Well,	long-term	stage	management,	it's	not	a	safe	thing.	Anyone	who	has	been	doing	it	for	longer	than	10	years	is	a	little	bit	crazy.			When	I	was	in	my	late	20s,	I	looked	at	stage	managers	...	who	were	early	40s	and	I	just	remember	thinking	I	don't	want	to	be	that	person.	I	don't	
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want	to	be	and	end	up	as	that.	Just	literally,	a	bag	of	nerves.	(AJ)	Burnout	 Performing	at	such	a	high	level	for	sustained	periods	of	time	eventually	leads	to	burnout	 It	is	a	young	person’s	game	maybe.	(SM)		Sure,	the	show	is	great,	but	I	didn’t	care	by	then	because	[of]	the	daily	challenges	of	just	trying	to	get	through	it.	(SJ)		There	is	that	tipping	point	where	at	first	the	bad	stuff	doesn't—you	don't	recognise	it	or	you	don't	register	it	and	you	are	just,	‘You	know	this	stuff	happened	at	work	today’,	and	then	as	you	get	older	and	wiser	that's	the	stuff	that	stands	out	and	the	good	stuff	is	hidden	by	all	of	that	shit	and	for	me	it	was	too	hard	to	put	that	stuff	aside.	(SJ)		I'd	promised	myself	that	this	would	be	the	last	big	stage	management	role,	I	would	do	and	I	went	to	New	York	and	I	was	like	yes	I	was	right.	I'm	in	New	York	working	on	a	Broadway	show	...	we’re	staying	in	an	amazing	hotel	and	it's	incredible	and	yes—I	still	hate	going	to	work	every	day.	(SJ)		I’ve	kind	of	just	been	working	my	ass	off	trying	to	get	to	where	I	want	to	quite	quickly.	Definitely	prioritise	what	I	care	about	over	everything	else,	relationships,	family,	friends.	And	now	I’m	just	kind	of	thinking	that	other	things	have	to	take	priority	over	work.	It’s	just	...	I	know	that	if	I	keep	working	at	the	rate	I’m	going	I	will	burn	out.	(IB)		I	think	I	really	fell	in	love	with	it	straight	away	and	thought	this	is	something	I	could	do	forever	but	then	as	I	got	into	it	more	I	realised	that	it	just	is	pretty	gruelling	and	in	reality	probably	not	a	long-term	thing.	(IB)		I	think	definitely	burnout	and	fatigue	...	I	know	I	feel	like	I	spend	my	entire	day	looking	after	other	people	and	making	sure	their	needs	are	met	and	everything	that	they	need	and	want	is	accounted	for	and	heard	and	then	you	get	to	the	end	of	the	day	and	you	are	completely	drained.	And	there's	absolutely	nothing	left	and	you	do	that	for	long	enough—it	just—you	get	so	tired	of	it.	So	tired	and	completely	burned	out.	I	think	that's	probably	the	biggest	thing.	(AT)		The	stress	of	it	sometimes,	I	guess.	And	I	don’t	think	I’ve	really	quite	understood	that	sometimes	you	can	kind	of	feel	a	bit	sick	from	what	you’re	doing,	I	think.	And	it’s	this	weird	balance	because	it's	what	you	want	to	do	it,	and	the	adrenaline	helps,	but	at	the	same	time,	there	are	some	moments	that	you	just	go,	‘Give	me	a	nine-to-five	job’.	Working	in	a	checkout	really.	Then	there’s	stress	management	I	guess	is,	and	then	fatigue	management.	I	guess	that’s	the	thing.	But	I	guess	you	could	say	that,	and	I’m	sure	we	were	told	as	well,	about	the	long	hours	and	everything,	but	until	you’re	actually	in	it,	you	don’t	quite	understand.	But	I	wish	I’d	clocked	that	a	bit	more,	I	guess.	Fatigue	management	I	find	is	a	big	one.	How	you	explain	that	to	someone	who	hasn’t	experienced	it.	I	don’t	know	how	that	works.	But,	yes,	that’s	what	I	wish	I	could	understood	a	bit	more.	(NR)	Niche	and	vocational	in	nature	 Stage	managers	connect	with	the	profession	very	early	in	life	and	are	very	single-minded	in	their	focus	 I	had	that	focus,	which	I	was	very	lucky	that	I	had	that	focus,	because	then	I	kind	of	went,	‘Well	that’s	what	I	want	to	do’,	and	because	it	was	such	a	specialised	thing	and	it	was	very	easy	to	follow.	(SM)		This	is	exactly	what	I	want	to	do.	(SJ)		‘Okay,	cool,	that's	what	I	want	to	do	for	the	rest	of	my	life,	sweet’	and	started	from	there.	I	just	kind	of	didn't	look	back.	(AT)	Poor	remuneration	 Remuneration	for	the	role	is	disproportionate	to	the	responsibility	and	expectations	 The	money	is	terrible	for	the	expectation.	The	money	is	terrible	regardless	...	I	think	the	industry	has	changed.	A	lot	more	is	required	of	the	stage	manager	in	a	creative	sense	and	also	in	the	responsibility.	The	responsibility	is	so	huge	for	that	kind	of	pay	and	the	level	of	stress	was	
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not	really	worth	it	for	me.	(HG)		And	the	pay,	to	be	perfectly	honest.	It’s	a	bit	hard	when	you’re	spending	all	these	hours	and	then,	yes	you	are	getting	compensated	but	it	wouldn’t	be	in	any	way,	it’s	not	in	any	way	near	as	much	as	it	would	be	in	other	industries.	(AT)		I’m	living	in	Sydney.	I’m	living	with	an	old	friend	of	mine	who’s	a	teacher	in	a	private	school	and	when	I	heard	what	she	was	earning	as	salary,	like	double	of	what	I	was	earning,	I	went,	‘Oh	my	god,	I’m	busting	my	ass	and	earning	no	money.	That’s	really	stupid’.	(MS)	Choosing	between	career	opportunities	 Stage	managers	are	constantly	having	to	manage	their	work	lives	and	are	often	offered	competing	opportunities	time-wise.	This	leads	to	stress	around	career	decision-making.	
Sliding	doors.	(MS)		You've	said	yes	and	you	get	offered	this	other	opportunity,	which	is	so	much	better	than	every	other	opportunity	you	ever	had	and	you	can't	do	it	because	there's	a	crossover.	(SJ)	
Lack	of	support	outside—loss	of	interpersonal	connections	
Emotional	and	time	commitment	leads	to	loss	of	interpersonal	connections	and	support	mechanisms	
Too	exhausted	at	the	end	of	the	day	for	myself,	let	alone	a	partner,	or	a	friend,	or	children.	(AT)		Missing	out	on	having	a	regular	life,	in	terms	of	keeping	contact	with	old	friends	and	family	members	and	maintaining	that	kind	of	life.	(AT)		How	much	of	a	life	is	that	really?	(NR)	Lack	of	understanding	of	the	role	within	organisational	management	
The	role	is	poorly	understood	within	organisations.	This	leads	to	it	being	undervalued	and	under-supported.	
Don't	value	the	role;	‘You’re	the	general	manager	of	an	organisation	that	you	have	been	involved	with	for	10	years.	How	do	you	not	know	what	a	stage	manager	does?’(SM)		I	think	it	surprises	me	more	and	more	the	amount	of	people	in	the	industry	who	just	don’t	actually	get	what	stage	managers	do.	(AW)		Yes,	because	it's	hard	...	to	explain	exactly	the	difference	between	a	good	and	a	bad	stage	manager.	Outside,	you	don’t	really	know.	But	in	a	company	or	a	rehearsal	room,	you	can	tell	the	difference	between	a	good	and	bad	stage	manager.	In	a	tech	week,	you	can	tell	the	difference.	(AT)		To	have	constantly	people	not	know	why	you’re	here	or	why	they	need	to	talk	to	you	about	certain	things	...	yes,	it’s	very	frustrating.	(AT)	Lack	of	recognition	and	value	 The	contribution	of	the	stage	manager	within	the	creative	process	is	not	explicit	and	is	therefore	not	recognised	or	valued	
We’re	the	people	who	work	in	the	dark,	and	don’t	get	recognised.	But	you	do	want	to	recognised,	maybe	not	publicly	but	at	least	by	the	director	and	your	production	manager	or	whoever	...	A	lot	of	the	time,	you	do	get	it	but	a	lot	of	the	time	you	don’t.	It’s	like	a	sort	of	50‒50.	So	I	think	that’s	a	big	thing	for	stage	managers	that	they	don’t	feel	valued	and	you	bust	your	nuts	to	get	it	done	and	what	do	you	get?	You	know,	a	drunken	‘Thank	you’	at	opening	night,	when	you	just	rolled	up	after	having	done	the	show	report.	(SJ)		Sometimes,	not	getting	the	accolades	that	you	may	deserve	for	going	above	and	beyond	...	when	you	bust	your	absolute	ass	to	get	something	on	and	no	one	says	anything	about	it.	(AW)		It	can	be	pretty	thankless,	it’s	quite	rewarding	but	then	there’s	times	when	you’re	kind	of	on	your	own	at	midnight,	washing	costumes	going,	‘Why	am	I	here,	what	am	I	doing?’(IB)		I	think	lack	of	respect	is	a	big	one.	I	don’t	know.	In	my	department	at	the	moment,	we	obviously	run	heavily	with	rules	and	unions	and	LPA	and	blah	blah	blah,	but	they	seem	to	affect	everyone	but	the	crew,	which	I	think	is	a	pattern	that	you	see	around.	You	have	to	break	for	the	cast	at	this	point,	you	have	to	break	the	orchestra	now	or	they’re	in	overtime.	You	have	to	do	this,	you	have	to	do	that.	It’s	like,	‘It’s	fine,	the	crew	will	
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just	skip	lunch’.		I	feel,	particularly	the	stage	manager,	it’s	not	an	expectation	that	they’re	valued	enough	to	take	a	break.	The	intention	is	that	they’ll	keep	going	and	often,	people	will	because	you’ve	to	get	the	job	done.	I	think	that’s	very	hard.	The	expectation	isn’t	that	they	deserve	a	break,	I	guess,	is	often	the	point.	(AW)	Expectations	of	others	 People	have	unrealistic	expectations	of	those	within	the	role	 I	still	think	there's	a	culture	of	intolerance	to	stage	managers	asking	for	anything	for	themselves,	like,	that	person,	that	role,	is	required	to	martyr	themselves	entirely	to	the	production	and	be	hen-pecked.	Sometimes	almost	completely	willingly	by	that	person	as	well	because	there	is	something—I	mean	we	all	want	to	be	needed.	So	it	is	something—you	feel	very	noble.	Martyring	yourself	to	the	cause	when	really	like,	hey,	who	gives	a	shit?	Who	gives	a	shit?	No	one	even	remembers	the	concert	in	town	hall.	That	was	like,	‘Who	gives	a	shit?’.	But	I	missed	my	brother’s	30th	for	that	and	I	did	that	quite	happily	like	there	was	no	question.	It	was	like,	‘Oh,	the	dates	clash,	so	I	can’t	be	there’.	Done.	For	what	end?	And	I	see	that	in	a	lot	in	younger	stage	managers	now,	I	see	myself	in	them	and	I’m	like	‘To	what	end?	Who	cares?	Who	cares	that	you	have	not	eaten	all	day,	because	you	just	could	not,	because	you	were	so	busy,	because	you	just	had	to	get	the	paperwork	done?’.	(HG)		Kind	of	keeping	something	of	yourself	for	yourself	at	the	end	of	the	day	when	you	spend	your	entire	day	looking	after	other	people	and	making	sure	that	their	visions	and	their	needs	are	being	met.	(AT)		There’s	a	bit	of	a	expectation	of	martyrdom	that	I	find	and	the	directors	tend	to	hold	your	life	in	the	palm	of	their	hand.	Recently,	I	did	a	job	and	this	is	one	of	the	ones	that	I	probably	wouldn’t	have	taken	a	few	years	ago,	that	when	I	interviewed	for	it	I	said,	‘Oh,	is	it	Saturday	rehearsals?’.	Then	they	said,	‘No’.	Then,	of	course,	the	first	day	we	walked	into	rehearsals	the	director	said,	‘I	think	we’ll	be	doing	Saturdays	because	we	only	have	three	weeks	rehearsal’,	or	something.	Just	the	fact	that	they	have	that	power	to	impact	your	life—just	because	they’re	the	director.	(MS)		Yes,	it's	just	that	feeling,	getting	that	expectation	that	you're	everyone's	beck	and	call	all	the	time.	(MS)		I've	often	thought	that	being	the	stage	manager	50%	of	the	job	is	personality	and	about	how	you	can	absorb	the	stress	that	comes	with	the	artistic	process,	and	that	we	all	know	that	the	stage	manager	has	to	be	the	calmest	person	in	the	room	and	can't	be	the	stressed	person.	I	think	that's	fine	if	that	comes	naturally	to	you	...	but	eventually	that	will	take	its	toll.	I	think	that	was	a	part	of	it	as	well	that	you	actually	can't	be	that	person	all	the	time.	(AJ)		Unfortunately,	you	hit	that	point	when	people	don’t	want	you	to	do,	the	little	two	person	show	in	the	studio	and	they	want	you	to	do	the	massive	scale—it’s	a	500-people	event	and	if	you	say,	‘Yes,	I’m	available	in	that	period’,	all	of	a	sudden,	what	you	thought	you	were	getting	into,	escalates	up	the	ladder	and	all	of	a	sudden	you	get	something	that	you	didn’t	think	you	were	getting	in	for.	(SM)	Care-giving	 The	role	is	understood	to	be	one	of	nurturing	and	care-giving	and	therefore	maternal	in	nature.	This	leads	to	unrealistic	professional	expectations.	
Because	it’s	a	nurturing	role	and	because	you	are	there	to	basically	look	after	a	company	of	people.	I	think	that’s	ultimately	what	it	comes	down	to	it.	You	are	not	there	to	lead	really,	I	mean	you	are	to	a	certain	extent	like	when	you	are	running	a	show	and	you	are	managing	the	company	but	ultimately	you’re	there	to	facilitate	and	you're	there	to	nurture	and	if	someone	is	driving	you	crazy	then	you	do	have	to	still	kind	of	keep	a	cool	head	and	work	it	out	and	problem-solve	it	and	so	maybe	women	are—I	don't	know	I	do	think	women	are	more	drawn	to	the	job.	(AJ)		The	other	thing	is	as	you	get	older,	you	just	don’t	want	to	put	up	with	the	crap	anymore	...	Which	is	why	I	think	a	lot	of	people	move	into	production	management	or	into	directing	or	managing—It’s	funny	how	everyone	says,	‘The	stage	manager	is	like	the	mum’--or	the	stage	
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manager	picks	up	everyone’s	stuff	or	they’re	just	there	to	make	sure	everyone’s	happy	and	make	sure	everyone’s	got	their	coffee	cups.	You	get	to	a	point	where	you	just	go,	‘You	people	are	all	adults.	You	all	got	yourselves	here	today—you’ve	got	yourself	dressed—you	have	children	of	your	own	and	that	you	managed	to	get	out	of	the	door—why	do	you	come	to	work	and	all	of	a	sudden	you	can’t	think	for	yourself	anymore?’	(SM)	No	flexibility	around	children	 The	role	and	it's	commitment	provides	no	flexibility	to	respond	to	the	unpredictability	of	domestic	life	
The	biggest	problem	for	me	at	this	stage	of	my	life	that	I	see	with	stage	management	is	that	there	is	absolutely	no	flexibility	around	children.	It’s	basically,	everyone	sees	particularly	the	role	of	stage	management	as	the	servant	role—which	is	fine	when	you	have	no	other	masters.	(SM)		I	can't	physically	work	six	nights	a	week	and	be	up	at	5:30	or	6	o'clock	in	the	morning	with	kids	and	do	a	full	day’s	work	with	two	children	and	then	go	into	a	show.	Physically	you	just	can't	sustain	that.	I	can	do	a	week	long	here	or	there,	for	shows	you	can	go,	‘We’ll	throw	everyone’s	life	in	chaos	for	a	week’,	but	for	a	full	season,	five-week	season	or	a	four-week	season	or	something	it's	just	too	intensive.	(SM)		You	can	hold	down	a	relationship,	you	can	plan	ahead	so,	yes	I	managed	to	get	married	and	talking	about	family	and	all	sort	of	stuff.	Which	for	me	I	could	never	conceive	of	any	of	that	when	I	was	freelance	stage	managing	…	because	it	was	just	too	hard.	(SJ)		There	are	so	few	people	who	are	married	and	have	a	family	that	I	know	of	as	stage	managers	…	Like	I	could	think	of	a	couple	that’s	it,	it’s	pretty	obvious	that	it	just	doesn’t	work.	I	definitely	know	I	wouldn’t	be	able	to	do	what	I’m	doing	now	like	I	couldn’t	even	have	a	dog;	because	the	dog	would	just	be	left	alone	in	an	apartment	while	you	get	through	that	hideous	tech	week.	(SJ)		I	don't	think	it	is	feasible.	Particularly	with	kids	or	a	relationship	with	a	man	who	is	otherwise	fabulous	but	doesn't	understand	your	history.	(HG)		I	guess	I	see	a	lot	of	my	female	friends	and	colleagues	bow	out	early	in	terms	of	having	children	and	that	kind	of	thing	because	that's	what	people	do	and	that's	the	life	they	want.	Talking	to	someone	like	[another	stage	manager],	for	instance,	she’s	a	good	friend	of	mine.	She	had	to	bow	out	quite	early	because	there	was	focus	on	[her	husband’s]	career	and	although	she	wanted	to	keep	doing	stage	management,	she	moved	to	a	place	where	that	wasn't	possible.	They	bought	a	house	and	they	had	a	kid.	She	needed	to	work	to	earn	money	not	work	to	be	fulfilled.	(AW)		Yes,	you	can’t	have	a	kid	and	also	work	12	hours	a	day	or	at	night	and	as	I	said	before,	leaving	because	he	gets	sick	at	daycare	and	then	I’ll	end	up	leaving	when	they’re	sick,	there	are	very	few	companies	that	tolerate	that.	I	went	through	that	before	there’s	no	failsafe	for	that	occurrence.	The	nature	of	the	industry,	the	nature	of	the	job	means	that	the	stage	manager	cannot	have	another	life	and	that	includes	not	having	children,	certainly	not	as	a	full-time	stage	manager.	(HG)		I	remember	seeing	[other	stage	managers]	through	a	couple	of	pregnancies	during	that	time	and	it's	awful.	It's	really,	really	hard	on	them	but	obviously	the	love	for	the	work	is	there	and	also	the	need	for	financial—[the]	need	to	have	two	full-time	jobs.	It’s	definitely	possible	but	you	can't	do	it	by	yourself	or	just	you	and—mum,	dad	and	kids.	There’s	got	to	be	support,	not	only	from	family	members	and	friends	but	also	from	the	company.	There's	got	to	be	understanding	and	there’s	got	to	be	a	certain—not	allowances,	but	an	understanding	and	compassion.	(AT)		I	think,	especially	as	a	women,	it's	not	currently	relevant	to	me,	but	it's	definitely	in	the	back	of	my	mind	that	it's	not	a	career	that	I	can	really	do	if	I'm	trying	to	raise	a	family.	Obviously,	I	know	people	that	have	done	it,	and	that's	great.	I	just	think	that	it's	exhausting.	The	money	is	not	that	great.	You	just	work	in	the	arts,	and	just	that—constantly	searching	for	
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the	next	job,	waiting	to	see	what	comes	along.	I	think	it	just	gets	exhausting.	(MS)		I	think	it's	possible	but	you	have	to	be	willing	to	keep	that	lifestyle.	I	mean,	if	you	land	the	very	rare	full-time	roles	with	a	company	then	it's	definitely	more	possible,	I	suppose,	because	they	need	to	have	access	to	stuff	like	maternity	leave	and	all	that	kind	of	thing.	So	yes,	as	a	freelance	stage	manager,	it’s	a	different	story	and	if	you	did	want	to	start	a	family,	obviously,	depending	on	your	situation	and	your	partner	and	that	kind	of	thing.	So	yes,	I	mean	I	think	it	is	possible	but	I	just—I	don't	know	if	you	can,	its	pretty	good	if	you	do.	(MS)		And	it’s	not	to	say	that	I	may	not	go	to	full-time	work,	down	the	track,	again.	But	I	can’t	see	myself	being	able	to	dedicate	myself	to	a	70-,	80-,	90-hour	production	week	knowing	I’ve	got	a	family	at	home.	I	can’t	reconcile	that	at	this	point	because,	as	I	said,	it’s	so	all	consuming	for	a	little	while.	I	think	I’d	probably	do	two	jobs	badly.	And	I’d	much	rather	walk	away	and	go,	‘You	know	what?	That’s	me	done	...’	(NR)		Irregular	employment	patterns	and	fluctuating	income;	instability	of	long-term	finances	
Stage	managers	make	career	decisions	that	are	reactive	and	immediate	rather	then	strategic.	This	leads	to	poor	long-term	career	and	financial	planning.	
Constantly	not	knowing,	constantly	chasing	the	work;	being	at	the	mercy	of	always	saying	yes.	(SJ)		I	think	financial	stability	is	a	big	one	because	even	if	you’ve	got	work,	there’re	still	points	where	you	go,	‘Oh,	I	haven't	got	a	job	for	the	rest	of	my	life’.	I'm	going	overseas	for	the	first	time	this	year	and	I	haven't	felt	like	I	have	been	able	to	yet,	because	of	reputation,	job-to-job,	particularly	moving	interstate,	having	to	build	your	reputation	up	again.	I	haven't	felt	like	I	could	take	a	holiday	at	any	point.	I	think	that's	really	important	in	terms	of	travel	and	emotional	health	and	all	that	kind	of	stuff.	(AW)		Being	a	freelancer	I	feel	I	have	total	control	over	where	I	work	and	what	I	do	and	when	I	work.	Then	at	the	same	time	no	control	because	once	you	commit	to	something,	then	you’re	stuck	in	there	the	days	that	you’re	working,	and	the	shows	that	you’re	working	and	they’re	the	dates	and	I	just	feel	I	have	a	problem	saying	no	to	things	...	The	thing	is,	my	fear	all	the	time	is	if	I	say	no	to	something	then	will	I	ever	be	asked	again?	And	where	is	my	next	pay	coming	from.	At	the	moment	I’ve	got	work	until	April	next	year	but	then	who	knows	what	after	that,	that’s	always	in	the	back	of	my	mind	it’s	just	worrying,	probably	unnecessarily	but	it’s	still	a	thing.	(IB)		I	think	there's	a	cultural	expectation	in	across	the	board	in	theatre	and	amongst	stage	managers	ourselves	that	you	don't	say	yes	to	the	gig	until	you—unless	you	can	do	the	whole	gig.	A	friend	of	mine	was	declined	an	eight-month	gig	because	she	wanted	the	second	weekend	off	after	opening	to	attend	her	brother's	wedding.	She	had	whole	gig	pulled	from	her.	So	there's	that	element	of	fear	about	negotiating.	(HG)		It's	also	stressful—like	I	have	work	for	2018	but	I	don't	have	work	for	2017	so	how	do	I	manage	that?	(HG)		You	never	want	to	say	no	to	anything.	Because	when	you’re	first	out	you	go,	‘Oh,	if	I	say	no,	then	everyone’s	going	to	stop	ringing’	and	you	never—that’s	the	worst	thing	that	can	happen.	For	me,	that's	the	worst	thing	that	can	happen.	I	feel	comfortable	enough	that	I	got	to	a	point	where	I	can	go	and	have	gone,	‘No,	sir,	I	can’t	do	that	gig’.	(AT)		Yes,	definitely	because	there	is	no	guarantee—You	feel	like	there	is	no	guarantee	that,	at	the	end	of	that	two	weeks	or	a	month	or	whatever,	that	you	are	not	going	to	have	work	or	that	the	things	aren't	necessarily	going	to	line	up	so	that	you	can	say	‘Oh,	look	I’ve	got	one-night	stands	at	the	moment	in	between	contracts	I	have	got	four	weeks	off,	fantastic.	I'm	going	to	go	and	relax’.	You	get	to	that	time	when	people	call	you	for	stuff	and	you	start	to	panic,	‘Well,	I	have	got	four	weeks.	I'm	not	going	to	be	able	to	pay	my	bills.	I	need	to	keep	working’	...	whereas	a	full-time	job	you've	got	that	security	and	the	comfort	of	knowing	that	even	when	you	are	on	break	you	have	annual	leave	or	that	you're	not	worried	about	not	
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coming	back	to	a	job	because	you've	got	a	job.	Whereas	freelancing	is	just	constant	vigilance,	always.	(AT)		Definitely	more	full-time	opportunities,	so	there	can	be	that	allowance	for	having	the	job	security	and	not	having	to	stake	your	entire	existence	on	one	job	every	time	it	comes	around.	Definitely	just	industry-wide	modern	support	for	mental	health	and	awareness	and	taking	the	time	and	putting	effort	and	resources	into	making	sure	that	everyone	has	access	to	whatever	they	need.		I’m	going	to	say,	extra	job	training,	skills	training,	which	would	come,	I	imagine,	will	come	along	with	the	full-time	job	—having	the	resources,	but	having	more	opportunities	of	upskilling.	(AT)		Freelancing	is	pretty	exhausting	as	well.	Just	going	through	that	stress	every	three	months—and	I	also	struggle	with	the	‘sliding	doors’	moment	that	I	encounter	a	lot	about	which	job	to	choose	and	piecing	together	contracts	and	picking	things	which	is—the	dates	work	not	necessarily	because	it	is	a	great	project	or	a	great	company.	(MS)		Well	I’ve	saved	to	buy	a	house,	that’s	exciting.	Even	just	from	having	that	regular	income	has	allowed	me	to	do	that.	We	are	planning	to	have	a	family	at	the	moment	...	but	I	think	it	wasn’t	until	I	went	into	this	job	that	I	seriously	thought,	‘Oh	my	god	I	can	actually	be	a	mother’	which	is	great	...	and	then	having	weekends	actually.	I	remember	when	I	stopped	stage	managing	and	then	all	of	a	sudden	this	feeling	of	not	working	those	really	long	nights	and	working	those	weekends.	I	do	a	lot	more	with	my	spare	time	which	is	great,	which	is	really	good	for	mental	health.	Having	evenings	and	being	able	to	go	to	bed	at	10	o'clock	which	is	amazing	and	planning	holidays,	that’s	a	big	thing	...	as	a	freelancer	its	being	able	to	plan	maybe	five	months	ahead	to	take	a	couple	of	weeks	because	you	never	know	what	job	you	are	going	to	get.	Maybe	you've	got	a	massive	gig	that’s	coming	up	that’s	going	to	last	six	months.	So	you	just	treat	the	tour	as	your	holiday.	(AJ)		And	[major	Australian	theatre	company]	are	the	only	company	that	I	work	with	at	the	moment	that	gives	holiday	pay	as	part	of	the	contract.	No	other	company	does.	So,	that’s	kind	of	a	scary	thing;	you	go,	‘Is	it	worth	taking	a	week	off	if	I’m	just	going	to	be	stressed	about	how	I’m	going	to	pay	for	everything	that	week,	or	do	I	just	keep	on	pushing?’.	Which,	again,	comes	back	to	that	burnout	thing	...	you	have	loyalties	to	certain	companies	and	things	like	that,	but	it	doesn’t	necessarily	translate	into	particular	benefits	other	than	just	getting	work.	(NR)	
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Career	motivation	 Stage	managers	experience	strong	psychological	and	emotional	connections	and	rewards	from	their	work	 Dealing	with	people	(SM)	Coming	together	as	a	group	(SM)	Creative	process	(SM)	Journey	with	others	(SM)	Being	inspired	(SJ)		Intellectual	engagement	(SJ)	Reward	(SJ)	Experiences	(SJ,	MS)	Uniqueness	(SJ)	Control	(AW)		Teamwork	(AW)	Variety	(MS,	IB)	Having	to	be	adaptable	(MS)	Idea	to	reality	(MS)		Close	bonds	(MS)	Challenging	(IB)	Multitasking	(IB)		Unrepeatability	of	live	performance	(AT)		Shared	experience	(AT)	Camaraderie	(AT)	Creativity	(AT)	Experimenting	(AT)	Discovering	(AT)	The	rehearsal	room	and	process	(AT,	SJ,	SM,	SJ)	But	I've	had	a	pretty	great	life,	and	my	work	has	taken	me	to	some	pretty	great	places.	I've	done	some	pretty	amazing	things,	and	I've	been	able	to	travel	a	lot	as	well.	(MS)	Watching	the	show	come	together	(AJ)	Solving	problems	(AJ)	Communication	(AJ)	Translation	between	imagination	and	what	is	practical;	(NR)	Collaboration	(NR)	Sharing	ideas	(NR)	Community	(MS,	HG)	People	(MS,	IB)	Solving	problems	(AJ)	Communicating	(AJ)	Measureable	outcomes	for	hard	work	(HG)	Process	to	product	(HG)	Poorly	defined	role	 The	role	is	poorly	defined	and	therefore	expectations	and	responsibilities	vary	wildly	from	engagement	to	engagement	
I	think	the	other	80	per	cent	of	the	job	that	goes	unnoticed	(SM)		I	think	because	stage	managers	have	been	infinitely	capable	and	predominately	female,	they've	taken	on	more	and	more	and	they’ve	taken	on	a	lot	more	responsibilities	and	there	are	some	jobs,	that	change	from	gig	to	gig,	but	there	are	some	jobs	that	are	equal	to	two	people.	(HG)	
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Responsibility	 Stage	managers	assume	a	large	amount	of	responsibility	within	the	process	 The	direct	result	of	that	is	that	everything	becomes	more	involved	and	there’s	higher	expectations,	there’s	more	paper	to	deal	with,	higher	profile	people	to	work	with.	There	was	a	few	points	in	there	that	made	me	think,	‘I	can’t	keep	doing	this’.	(SJ)		If	as	a	[another	related	role]	I	have	to	be	somewhere	else,	then	that	[is]	at	my	own	behest.	I	don't	have	to	ask	anyone,	I	will	tell	someone	that	I	will	be	in	somewhere	else,	but	I	don't	have	to	ask	anyone	or	feel	like	I'm	imposing	or	impeding	on	the	process	by	not	being	there	...	the	world	won’t	end.	The	show	will	still	happen.	Whereas	the	stage	manager	has	that	pressure	of	if	they	can't	call	the	show	that	night,	the	show	might	not	happen	...	But	that	level	of	pressure	is	always	lying	on	your	mind	rather	than	being	overt.	You	are	not	so	pressed	as	to	not	take	a	break,	but	it’s	something	in	the	back	of	your	mind,	like	I	would	love	to	go	out,	have	a	beer	right	now	I	can’t,	I've	got	to	be	sparkles	tomorrow,	and	I	got	to	get	that	paperwork	done	before	eight	o’clock	tomorrow	because	the	director	is	going	to	start	from	there	and	I	have	to	set	this	up	and	that	up.	And	then	if	you're	already	anxious	person	that	stuff	really	wears	you	down.	Because	it's	always	there	and	anxious	people	make	quite	good	stage	managers—for	a	short	period	of	time.	(HG)		It’s	certainly	financial.	It’s	also	you’re	at	the	mercy	of	the	director	and	all	the	producers	...	the	stage	manager	has	to	be	in	the	room	for	every	minute	that	the	directors	are	there	and	that	really	impedes	upon	one’s	work‒life	balance	when	you're	working	within	and	institutional	model	with	the	director	being	king	and	what	he	or	she—usually	he—says	goes.	Say	you	have	an	8	am	to	6	pm	rehearsal	block,	but	the	director	wants	to	work	until	seven,	all	of	a	sudden	your	plans	for	that	evening	are	completely	shot	and	for	that	to	happen	over	and	over	again—the	love	kind	of	wears	out.	And	when	you're	young	and	in	your	20s,	and	you've	just	graduated,	and	that's	the	whole	thing.	You're	actually	swept	up	in	the	romance	of	being	a	part	of	the	community	and	that	idea	of	making	it	work.	And	almost	martyring	yourself,	lying	yourself	down	for	this	to	happen	when	really	you	also	have	a	life	to	live.	There	are	relationships	you	maintain,	there’s	family;	there's	even	just	the	idea	of	going	home	and	resting	for	tomorrow's	12-hour	day	or	making	yourself	enough	food	to	last	the	week	because	you're	going	to	be	doing	a	100-hour	week.	I	think	that	becomes	incredibly	exhausting	the	older	you	get	and	the	more	is	required	of	you.	It's	pretty	tedious,	and	I	think	really	insulting	to	a	professional	who	is	also	at	the	same	time	required	to	be	the	happiest	person	in	the	room,	the	most	organised	person	in	the	room,	someone	who	knows	exactly	where	that	miniscule	prop	is	at	any	point	of	the	day.	And	then	there’s	also	making	sound	decisions	and	sometimes	producing	decisions	because	you’ve	positioned	yourself,	or	the	role	is	positioned	as	being	imminently	capable.	And	then	for	it	to	be	paid	so	poorly—it’s	demoralising.	And	so	eventually	you	see	avenues	where	your	skills	can	be	used	elsewhere.	(HG)	Lack	of	mentoring	opportunities	 Stage	managers	seek	but	do	not	find	support	from	within	the	profession	 I	was	wanting	a	…	mentor	which	unfortunately	I	never	found	(SM)		I	wish	...	being	more	mature	now	and	thinking	about	it,	it	probably	would've	been	really	good	to	have	a	mentor	because	I	don't	really	feel	like	we	have	those.	(SJ)			‘It's	really	sad’,	and	I	thought	to	myself	‘I've	never	thought	about	having	a	mentor’,	so	I’ve	still	got	that	stage	manager	mentality	where	it's	like	every	man	for	himself	and	you	just	get	through.	There's	nobody	there	helping	you.	(SJ)	
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Being	treated	badly	by	others	in	the	production	process	
Stage	managers	are	frequently	treated	badly	by	others	within	the	process	 She	wouldn’t	just	cross	them	out	and	so	[high-profile	actress]	saw	this	going	on	and	then	she	came	to	me	and	she	said,	‘What's	your	name?’.	Three	weeks	in	and	there	was	barely	anybody	in	the	rehearsal	room.	This	was	only	a	three-hander	and	everybody	says	each	other's	names	all	the	time	and	shouldn't	remember	my	name	and	so	I	was,	‘Well,	you	are	a	piece	of	work	lady’,	which	she	was.	She	was	in	the	end.	By	the	time	we	got	the	show	to	New	York	she	was	just	diabolical	but	the	director	was	absolutely	a	nutcase	and	so	dark	and	just	so	willing	to	take	anybody	down	with	him	and	sitting	next	to	that	every	day	it	just	started	to	eat	away	at	me	and	eat	away	at	me	...	(SJ)		It's	really	pretty	much	impossible	to	do	a	really	good	job	because	it's	just	shrouded	in	so	much	insanity.	It	was	just	bizarre	by	the	end.	I	couldn't	help	but	just	go,	‘I	can't	wait	for	it	to	be	over’.	(SJ)		I	think	that	some	casts	feel	that	they	can	unload	on	the	stage	manager,	whether	that	be	aggressively	or	verbally	or	otherwise.	If	you’re	rude	to	a	fellow	company	member	or	director	and	that	kind	of	thing,	it’s	seen	as	a	bad	thing,	but	if	you	unload	on	to	a	stage	manager,	it’s	part	of	their	job,	it’s	an	expectation.	(AW)		It's	just	kind	of	expected	that	you	will	be	the	person	who	lies	down	and	takes	it.	(HG)		Theatre	is	the	last	bastion	of	inappropriate	behaviour	and	we	all	celebrate	that	and	like	there	is	good	inappropriate	behaviour	and	then	there	is	bad	inappropriate	behaviour	...	it	is	something	that	should	be	celebrated	because	we	are	adults	or	we	work	with	adults	in	a	creative	field	where	kind	of	anything	goes	but	the	flipside	to	that	is	people	can	be	really	nasty	and	expect	more	or	demand	more	from	their	colleagues	and	from	stage	managers	...	I	worked	with	a	wig	person	who	creates	amazing	wigs	but	is	absolutely	horrible	to	everyone	and	yet	any	kind	of	complaints	or	comments	that	are	made	about	her	[are]	tempered	with,	‘Yet	she	does	amazing	wigs’	like—you	should	tolerate	bad	behaviour	because	their	work	is	good—but	their	behaviour	isn't.	[High-profile	director]	does	amazing	work.	She's	horrible	to	work	for	as	a	stage	manager.	So	was	one	of	my	cast	members	on	[commercial	musical].	She	was	torturous	to	work	with	because	she	hates	herself	so	much	and	she	projects	that	on	to	everyone	and	it’s	very	exhausting	having	to	work	with	those	temperaments	that	are	never	in	anyway	addressed	in	an	official	way.	I	think	also	because	the	work	is	from	contract	to	contract	so	everyone	just	puts	up	with	it	for	now	because	it	will	be	over	by	June.	It	will	be	over	by	August,	and	so	you	just	kind	of	lump	it.	If	we	were	at	a	university,	if	we	were	on	long-term	contracts	and	it	was	permanent	staff	then	you	would	actually	deal	with	that	poor	behaviour	because	you	can't	sustain	it,	but	everyone	kind	of	goes,	‘Well,	it’s	only	a	couple	of	months.	It's	fine.	I	guess	I	can	put	up	with	that	heinous	bitch	….’	But	I	think	that's	a	big	problem	with	the	industry	as	a	whole	that	there	is	no—bad	behaviour	isn't	rewarded	but	it	is	an—there	is	no	recourse.	People	might	just	not	get	a	gig	again.	And	yet	the	only	people	who	want	to	employ	the	actor	or	the	creative	is	the	director	and	they	only	have	to	work	with	them	for	five	weeks.	The	stage	manager	has	to	work	with	them	for	the	rest	of	it	and	there	is	no	consideration	really	made	for	anything	past	opening	night.	The	ability	to	do	something	eight	times	a	week,	the	very	same	thing	eight	times	a	week	ad	nauseam	for	years	is	not	really	the	director's	problem—it’s	the	producer's	problem,	the	company	manager's	problem,	the	stage	manager's	problem.	The	director	just	has	to	get	them	to	opening	night	and	then	it's	everyone	else's	problem.	So	bad	behaviour	is	not	really	considered	in	the	auditioning	and	casting	process	because	why	should	a	director	have	their	creativity	impeached	upon	if	that	person	is	perfect	for	the	role	but	they	are	a	bit	kind	of	a	cunt	sometimes.	What’s	it	to	them?	(HG)		I	would	say	[on]	reflection,	looking	back	at	the	worst	bits,	looking	back	at	the	freelance	stage	management	there	were	probably	a	couple	of	incidents	that	would	have	happened	where	I	think	where	people	lost	their	cool	and	didn't	treat	[me]	very	well	as	a	stage	manager.	I	think	that's	[inherent]	with	the	nature	of	the	industry.	I	do	think	back	to	a	
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couple	of	moments,	like	most	times	coming	from	directors	where	they	would	just	be	completely	out	of	line	due	to	stress	and	then	trying	to	get	the	show	on	and	all	that.	(AJ)		There	was	one	tour	that	I	did	…	I	think	it	might	have	been	2010	and	it	was	with	[high-profile	international	theatre	company]	that	I	would	have	worked	with	a	lot	as	their	stage	manager.	They're	very	good,	they	tour	the	world	a	lot	…	but	they're	very	chaotic,	extremely	chaotic.	They	refuse	to	have	production	meetings	because	they	just	fight.	That's	the	reason	why	they	don't	have	them.	So	the	communication	within	the	company	is	very	bad.	However,	a	lot	of	people	want	to	work	with	them.	The	work	they	do	is	really,	really	good,	and	a	lot	of	fun,	and	they	tour	to	loads	of	exciting	places.		Anyway,	I	did	a	tour	with	them,	of	a	show	that	I	rehearsed	[overseas],	and	I	think	we	went	to	[various	international	capital	cities],	it	was	just	a	long	American	tour,	and	then	we	came	back	again.	Basically	it	was	just	this	series	of	very	badly	planned	international	tours	where	we	were	just	going	from	country	to	country	to	country.	There	was	no	real	breaks	involved,	the	hours	were	really	long,	and	I	just	remember—there	was	a	series	of	things	that	happened	throughout	the	tour	that	were	just	actually	ridiculous.		An	example	of	that	would	be	when	we	were	in	New	York;	we	were	there	for	a	week.	Everyone	got	quite	out	of	control	because	it	was	just	such	a	high-intensity	tour.	I	remember	having	to	pull	actors	down	off	a	roof	of	a	45-story	hotel	because	they	were	so	drunk	that	I	literally	thought	they	were	going	to	die.	I	remember	the	fire	brigade	turning	up	to	one	of	our	dress	rehearsals	and	having	to	evacuate	thousands	of	people	out	of	a	building	because	our	technician	hadn't	de-isolated.	One	of	the	actors	racked	up	a	bill	on	his	hotel	room	for	like	$1500.	He	spent	it	all	on	porn	and	I	had	to	sort	it	out.	There	was	just	a	series	of	incredibly	stressful	events,	and	the	director	is	a	highly	stressed	person.	I	remember	we	got	to	the	last	venue	…	and	we	were	all	absolutely	exhausted,	and	it	was	the	last	day.	I	actually	remember	I	cut	my	finger,	and	I	was	in	the	bathroom,	and	it	was	bleeding,	I	could	just	hear	the	director	screaming	at	me	from	the	stage.	And	everything	had	been	fine	up	until	then,	on	that	day,	and	I	just	burst	out	crying.	It	was	like	something	just	clicked	inside	of	me	where	I	went,	‘I'm	not	doing	this	anymore.	I	cannot	mentally	do	this	anymore’.	(AJ)		You	know	as	a	stage	manager,	if	you	turn	around	and	say	to	a	director,	‘You	can't	talk	to	me	like	that.	You're	stressing	me	out’,	then	you're	going	to	get	a	reputation,	you're	not	going	to	get	a	job.	Or	you're	going	to	be	told	to	shut	up	and	get	back	in	your	box.	I	have	brought	it	up	with	producers,	about	how	do	we	manage	this	to	protect	our	technical	teams,	and	to	be	honest,	a	lot	of	them	are	just	not	interested	in	it	because	what	they're	concerned	about	is	the	work.	That's	their	number	one	priority.	If	that's	how	a	director	behaves,	that	director	is	the	best	director	in	the	company.	That's	their	process,	even	if	it	comes	at	a	toll	of	people	being	treated	like	crap.	I	think	that	is	part	of	the	stepping	stones	as	to	why	stage	managers	just	are	leaving	once	they	get	to	the	early	30s.	(AJ)		I	go	through	stages	of	things.	If	I’ve	had	a	great	show	and	it’s	all	gone	well	and	I’ve	had	a	great	time	with	the	people,	I	do	go,	‘I’m	going	to	miss	this.	I’m	going	to	miss	the	adrenaline	of	calling.	I’m	going	to	miss	that’.	But	then,	there’s	other	times	when	you	just,	to	be	honest,	deal	with	rubbish	that	you	just	go—you	know	what?	There’s	something	to	be	said	about	being	able	to	clock	off.	(NR)		The	other	thing	is	as	you	get	older,	you	just	don’t	want	to	put	up	with	the	crap	anymore.	(SM)		He	is	the	person	that	made	me	want	to	stop	being	a	stage	manager	(SJ)		
